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P R E F A C E .  


NUMEROCSeloquent and poetical books have been written on 
the theory of painting. Xodern German writers, more espe- 
cially, hare speculated very ingeniously upon the nature of 
those high faculties in man through which he derives plea- 
surable perceptions and refining emotions from the beautiful 
in the material world; and these speculations have been, 
under the name of zsthetics, elevated to the dignity of a -
science. The history of Art  has afforded more tangible sub- 
jects for + large class of authors ; while practicaI treatises for 
the guidance of art-students, perhaps, already exist of ade- 
quate authority and in sufficient number. We are, however, 
acquainted mith very few books containing precisely those 
esplawrltions of the processes 2nd materials employed in 
painting which we believe can be given and would materially 
assist the general public to understand certain appearances 
in pictures, and to estimate how far mere material and 
technical relations have had historical influence on painting 
-books whirh in fact contain the particular information 
which an artist might be presumed best capable of commu- 
nicating. 

To supply (from practical acquaintance mith painting) such 
infornlation is the chief aim of the present volume. I n  work- 
ing out such a design, the opportunity mill not always be 
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PREFACE. 

afforded for even attemy~ting to increase the attractiveness of 
the snliect 'u-j 1i ter .x~einbellisliment: but our desire is to be 
useful, and n7e are co~iteilt to rough-hew the corner-stone, if 
n e  may not foliate the capital. Severtheless, as the better 
part, beyond all comparison, of painting, coi~sistsof tliose 
~ue~ i t a l  elemciit!: which entitle i t  to ranB with and i:~?agiilstire 

-,the sister-art of poetry, n-e would be the first to pay a tribute 
to tlie littrary ability competent to the elucidation of tliese 
higlier qna!i:ies, i-nd to the eleration of feeliiig and concep- 
tion coil:liieiisurats with their illustration. 

And xve x~~oillil not, from professional prejudice, and still 
less disitlgLwuous)\-, ~ ~ t ? l i  an over- to obt;tin the rec~lrtion of 
estimate cf tlie v~.loe of' tecl~iiica! atid professional l;no\~ledge. 
\Vithout such l i l i ~ ~ i ~ l e i l ~ e ,  truth, beauty, and seritinleilt in 
pictures may tuidoubted1~- be eujoyed. But \re subnlit that, 

,eren this elijoym?nt rnny be heightened in degree, other grati- 
fication assnredl~ derived, and, above all, the power of appre- 
ciatiug the relatire liieritv and comparative value of paiutings 
certitiuly gained t l ~ r o u ~ l l  tlie Iinov;ledge to which \ve have 
alluded. All si lo liarc pritctised l~ai~itilig \rill lilierrise, we 
think, allou;, tliat experience thus gained has renloved illany 
misconceptions respectilig at least surface appearauCes in pic- 
tures. Brother artists will, I\-e &el assured, candidly admit 
that son~e portiou of the art-and (to make t l ~ e  parallel still 
closer) Illore esirecially n.lien the paintil~g is of the scale of 
cabinet pictures or miniatures-is scarcely Inore than delicate 
TTorlirnansllip, thong11 requiring a regular apprenticeship and 
lollg practice. To c a r q  out tlie comparison, tllen, to its legi- 
tinlate issue, ire beg the good-nstured rbader who would listen 
to  tile Inail xho could illalie o~lly an indifferent watch, if he 
had anytliirrg to say abont its mechanism, to kindly lend his 

1rhe11 one of ourselres has more particularly any- 
thing to sa-j about the iliechanisnl of a picture. 

As all nlen ca~lnot be painters or vatchluakers-cannot all 

learll " h o \ ~  to do it," or eren see it done-surely the next 

best thing must be to get a trustaorthy description of l ow  it 




all 
ext 
a it 

is done. This \rill at all eT-ents sare them from maliing some 
awk~r-ardmistalies. If  P1iii~-, lor esaiople, could hare antici- 
pated the numerous sneers n-it11 xvllicil his sl~ade llas been in- 
sulted, he xvould 11ot ha1-e attc:npted to rrrite abont painting 
while ignorant of some of its siml)i%t operation*. This con-
sideration may touch self-respect, but nnotlier ~ n n i t  reach 
self-interest. We allocle to tile fkct that a k l~owled~e of t!le 
nature of the nlaterials enlpldj-ed lbr l ~ a i n t i n ~  wiii aiao allnost 
~iecesaarilg illclude acquaintance with tilt. ltrecaiitiolis indis- 
pensable for the llosseasor of liictures to ta!;? ill order to secnre 
the l~reserratiol~ of his art-treasnres, and to displng them to 
the beat advantage. 

But tlle reader who accompailies us througli tllis rolurne 
11-ill baldly deily the ilnportnnt i~liluznce of andn ~ s ~ e ~ i a l s  
processes up011 the paillter's fidelity oi' imitatio:l ; and even 
upon his modes ot' conception, and the liigher manif'estations 
of pdinting as a for111 of iioetica! utterance. The reader ill, 
in succession, see what gave value to the rllcanstic picture, in 
the ej-es of rich Xo~l~ail  collectors, and that the illore media- 
nical prscess or" mosaic, hastei~ed tile decliilc and degradation 
of art. He \rill see ho1r the scl~nrate iatroduction of gold 
iiito tile lllediatvai teillprra picture led to hard ont!inri, a pdtch-
work character, absence of " tone,"* and trn u:~~iatural scale 
of colour; xvhile the material liil~itatiolls of fresco seelm, 
on the contrary, o ~ d y  to have cowp?l!cd greater attention to  
the higher and niore essential qualities of art. He will see 
how "depth," the grea tm neom~~iendation of oil painting, is 
simply a property of the " rehicle "f- emplo>-ed; and horn 
chiaroscuro,$ or light and shade of pictures, depends on the 
painter's habitual use of a light or dark grou~ld, or his custom 
of painting in full daylight or a darkened studio. L;iatlg, the 
reader will see that the early Fleiuish painters follorred a de- 
finite series of processes, which \I-odd alol:e secure tlie purity 
of c~oloar, the transpa~encg, and accuracy of detail so notice- 

* See Sote, p. 15. t See Sote, pix 4 and 10?. 

:An Italian cumponnd rrord, signif) u:g literally Lyht-dark. 
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able in their works :-a system which present.; a marked con- tl 
trast to what has been the too prevalent practice in modern ti 
painting, b,stli in oil and water colours-in which, from the a 
facility of making alterations, meaningless licence has been a 
allowed to the play of the brush, and effects have been re- d 
peated in proportion as they are easily gained. fi 

s 
The chronological arrangement adopted in this work is ex- 

plained in the Introduction. Early Christian and Xedizval , 
Art having become, if me may so speak, quite a popnlar topic, 
and possessing besides a kind of geological, norel interest, \re 
have, trust, \Torlied out this rich vein with satisfactory t 
industry. Great importance has also been attached to histo- i 
rim1 inqoirics into the origin of methods and nlaterials ; but s 
where individual painters have rendered enliiient service to t 
art, they are noticed in a more biographic spirit. At the same f 
time we have entleavourecl to render the took in every respect . 1. 
as complete as possible : it has in fact been attempted not only 
to give a description of erery liincl of painting, but also some 1 
account of the art in every age, together with sketches of the 1 
principal painters of the direrent schools. I 

! 
We repeat that our great ambition has been to be useful; I 

and no inconsidzrable result %-ill have been achieved if me t 
only succeed in directing attention to the great stores of in- 
formation (indispensable to the artist, and of the grea te~t  
value and interest to the connoisseur, amateur, and general 
reader) accumulated in such morks as those by Sir Charles 
Eastlake and JIrs. Xerrifield. To the fornler as an author, 
and the latter as an eclitor of valuable ancient XSS., we have, 
it will be seen, acknowleclged our obligations; but, in the 
words of Quintilian, "if we can say what is right we shall 
be delighted, thongh it may not be of our own invention." 

The explanation of every k i d  of technicality has been one 
of the objects of this work; in every instance, therefore, 
where a technical term first occurs, it is explained either in 
the text itself or in a note ; so that the reader who follows 



the order of tlie h a k  t~ceda:-,t: .ipatr lo difficult? in this par- 
ticular. S O L ,1 ' e r  - 1;; :o the exact meaning of 
any artistic word or phrase be lost, a copious index has been 
added, the references of wllich, instead of affording the dry 
definitions a mere glossary ~vo~ild supply, will, it is hopecl, be 
fonnd at once to  define t!le word and illustrate its applicztion. 

I n  conclusion, the inquiry may possibly, and riot nnreason- 
ably, suggest itself-horn it happened that one of the authors 
of this volume, to whose name "painter" is attached, did 
not prefer, like and in the n-ords of hnnibale Carracci, "only 
to speak by n-orlis." The answer to this is, that in him, as 
in many others, the natural tendency mas nearly equally 
strong to literary as to artihtic pnrsuits. And the obseroa- 
tion may he ventured, thouah at the risk of proroking nn-
favourable compariso~ls, that many painters have bee11 better 
lmown by the procluctio:;~ of t k i r  pen than by those of their 
pencil. I n  this instance, hornever, his literary efforts \vonld 
probably have been confined to contributions to periodicals, 
had ncjt an accident occurred to him n-hich, though it com-
pelled for a long period a comparative cessation from the 
practice of art, did not prevent his undertaliing, with a former 
literary associate, a task, the accomplishment of which, they 
trust, mill serve some useful purpose. 
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V l l l  

TlIZ 1:--;;y--,:T-i2z, 

THE sublin~e Titaiilc form?, the " arrful sgnoil," as Fustli calls them, 
of Proi~llets w11d Sibglac~n the ceiiing of the  Si.tine Chnpel, are described 
a t  p. ltii as being by geiliral coilsellt tbe grandest cil?:le Cgures of 
moderu paii~ting. I n  a note 011 the same page, rrfvrence is l l~ade  to  
tlie circun~stallces which led to  the bibyts becoming fa~our i te  subjecis 
of pictorial representation, and to  their elevation To allnost equal rank 
with tlie Prophets of the Old Testament. I n  Cllristian Ar t  each Sibyl 
is occasionally distinguished by a legcnd or inotto selected from her 
reputed l~rupl~ecy. Tile follorving is tha t  appropriated to the sal>ject 
of our Frontispiece: "h propilet bl~a!l be boru of a ~.ir;in, a ~ i d  lie I 
shall be c ron~led  with t l~or~is . "  T!ie ~vell-kliorrn oracle of Apollo a t  
Delphi w a s  consulted by all Greece, and tile Pytliia, or Sib!-1, seated ou 
tlie mystic tripod, v a e  tlie accredited medium, ~\-hile ulider prophetic 
influence, of transmitting :he ansITers of tlie god. The Delyllic Sibyl 
of JIicl~ael Augelo is t l~en ,  v;e are to  understand, tlie entllu$iastic 
representative of classical art. poetry, and philosol>hy. SIr. IIarford, 
i n  hid L(ri oflllicl<arlAlrgrZu, ju;tly says:-" Herlooks are fraught with 
intel1ec:unl expression, and her form and features \~-i th youthful grace I 
aud severe beauty: fit eniblems of tlre nobltst and most finished 
schools viliich tlle 15-orld has eyer seen of taste and rloqucnce." The 
Sibyls v e r e  al~%-aysrcyreienred as tall, majestic, and somervhat nias- 

culine : but we have s~lected tlie I)elpliic prolrhetesr, a i t h  her at-  

tendaut geuii, fro111 others on tlle ceiling of tlle Sisti~le Cllapel,. as 

calcul3ted to  a t  least cpalify tlle popular opinion, that  all tlie figures 

of Xichar1 Augelo are of uniform character, and aikays too robust 

and  muscular. 
 -
 J 

THE engraying on tlle title-page of this volume is from one of the 
portraits of Sir Joshua Xeynolds in Ilia oificial robes, as (first) President 
of the Boyal Academy, froin his own pencil. The head was alone 
adapted to serve as a ~ i g n e t t e ,  but i n  the background of tlie original is 3 
introduced abust  of SIichael Angelo. The mention of this can scarcely 

fail to  recal the impressive tribute paid by Sir Joaliua to tile genius of 

the great Italian, when the  President, concludingin aolcmn sileuce the 

last of liis Discotoses,said, " I should desire tha t  the last words which 

I should pronounce in tliis Academy, and  from this place, might be 

the name of .*CBAEL AXGELO." 


A large chromo-lithograph of the ~vhcle ceiling bas been ~ublished 

by JIessrs. Colnaghi, ?all-3Inll. 
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POPULARLY EXPLAINED. 

100 
1 9 i  
? O i  
20i 
209  

212 
Zntrabarti~n. 

1 " >TSINTISG," Coleridge felicitously said, "is a something 
213 
220 ~fbetiveen a thought and a thing." \iTith a little more 
227 

+-A "circumlocution," painting is the art of conveying 
235 
2 ,4  

thoughts by the inlitation of things. The ruling principle of 
251 imitation in painting is, however, abstractly unreal ; for imita-
259 tion, to be co~nplete,must include the relief or roundness of 
261 
2 6 6  

objects, as in sculpture, while painting is restricted to a flat 
271 surf:a.ce. But no art pretends in the fullest sense to imitate 
2'"ature, that is to say, to realize all her infinity. Inlitation 

, 265 carried as far as possible \voulJ. only end with reproduction. 
. 2s5 Each art has characteristic ql~alities,mhich its rivals do not 
. ?9? . 296 

possess in equal degree ;and upon these stress is laid, in order 
. 300 to compensate for the deficiencies. Thus, although painting 
. ao? has not the power of giving actual relief like sculpture, it 

yet can, by means of imitating the effects of form, light, and 
shadow on the eye, su6ciently secure the impression of relief, 
so that no want is suggested; and, in the addition of colour, . 3 0 i  

. soi it. has the means of imitating a very beautiful class of facts 

. 301 in nature, beyond the scope of sculpture. So, on comparing 
al i  representation with description: language, as a vehicle for . 311 
31? conveying ideas of natural oh,jects, is far less definite than 

XE painting; but it can narrate the succession of events, n~hich 
ic 31s 
. 311 painting cannot do. On the other hand, painting can embody 
. 1 in~pressions of simultaneous action and effect, and thus 

obtain innumerable harmonious combinations, mhich i t  woldd 
B 
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be impo~sible for mere words, eren if the highest poetry, to 
do more t l~an indefinitely suggest. 

Although a degree of inlitation is necessary in a work of art 
for tlle conreyance of thought, the qi~aittity or exactitude of 
imitation in a picture forms by no means a measure of the 
anloulit oftl~ought or enlotion which it may a~valten, apart from 
t11e simple ideas ~~-1lich the mind receives through the paiuted 
zeseinblance of natural objects. Indeed, literal inlitation is 
sometin~esso much dissociated from imaginatiorr, that Haydon 
rent so Car as to saj-, that " thingsthe polver of r ep re~en t in~  
as t!iey are, constituted nlerelj- the p:iiriter of doriiestic art ;" 
adding, wit11 characteristic prrsumpticn, "wliile tllat of re-
storing tile111 to what they w r e  at creation [?] col~atitutes tlie 
p e a t  painter in High Art." When \ye reflect, ho\rerer,upon 
t!le inexhaustible richness of nature, a more humble spirit of 
inlitation appears not onl j  excusable, Lut laadable. ;\loden1 
pre-Raphaeiitism is on this ground-riz ,that of protest- 
clliefiy serviceable to art. For i t  is a lnistalie to suppose that 
artistic i~nitation can ever be entirely mechanical, that it is 

a means to an elid, or that it is but as language is to 
tllought. The eye has its own poetry, and the faithful ren- 
deriiig of the siinpleat object in nature has a special value and 
beauty that touches some of the pleasantest ellords of our 
being. Still we must unhesitatingly gire the preference to 
tllose in ~rhich we hare not o~ily the inherent and in- 
trillsic poetry of art, bnt also subject and incident conveying 
tilought, expression, and sentiment. Noreover, thoug11 art is 
finite, yet nearly every branch is too con~prehensire in its 
means for one man to do jurtiee to al! its capabilities ; 11eilce 
a larger measure than usual of the jiidgment and taste neces- 
sarily s h o ~ ~ l  in selectioj~and adaptaiiow is justly allorred to 
distinguish and elevate the artist. "Style " in the highest 
sellse arises from the peculiar bias the artist takes in this 
selection and adaptation. But " style " is also applied to the 
several lllethods of painting materially considered ; for the 
painter is a curious conlbination of poet and mechanic, as 
his picture is a curious compromise "between a thought and 



There haye been, in the history of art, talcing the word in 
the last sense, four grand s t ~ l e s  of inlitaling nature-Tempera, 
Encaustic, Fresco, and Oil. These, together with the nli~lor 
modes of painting, I\-e propose arrangitig in soinething like 
chronological sequence; but our design beiilg to offer an 
esplanation of the art derived from acqnaintance: 
rather than attenlpt to gire its history, 15-e shall confine our- 
selves for the most part to so tnuch only of the history of 

as is necessary to elucidate the origin of the different 
practices \~-hich have obtained at different periods. 

TITe shall therefore give, in the first place, a full description 
of each inethod of painting, together with esplanations of its 
techuicalities, and then add connecting notices, follolring the 
order of time. I n  this m y we shall trace Tempera from 
rcinote antiquity to the ~rorka of the later Roman painters. 
After long neglect, it rill reappear in the thirteentli centilry, 
and till supplanted by the introduction of Oil painting. 
Ellcaustic ~vil l  f u r ~ ~ i s han episode at the period of the greatest 
refineinent in Greece. The Byzantine school of Christian 
art illust be estimated from mosaics, TI-hich for sonle four ren- 
turies were alnlost the only form of art ;  and for the Roman- 
esque style and period we must dip into Xissals. The 

lur fourteenth century gave us (ge~iuinc) Fresco, in n-hich, in the 
t o  sisteenth century, the lobl lest nlonunlents of the art of paint- 
in- ing viere esecated. The improvement effected at the com- 
"J" mencelllent of the fifteenth centuly in oil painting by the 
, is Vein Eyclis haring led to such remarkable results, the sob- 
its ject will engross a large share of our attention, nlore especi- 
Ice ally as recent resesrch has thrown considerable light on 
es- clueations connscted therewith. Nodern Water-colour painting -
to is in reality but a rariety of tempera. I t  has, horever, 

,est received such distinct and extraordinary development d l ~ r i i i ~  
his the last fifty years, that i t  is entitled to the separate consider- 
the ation we have given it. 
the 

as 
and 
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place ten~pera first, becat~se it iz unquestionably tlle 
maat ancient method of p ' h t i n g ;  but n e sh,ill confine 
our attention more particulallr in the firat instance to 

t,lic process employed by the painters of Cl~ristian art in Italy, 
both becanse their tvorlis are preservecl and rnaj- be estinlined, 
and because they have of late risrn so rapiclly in pubiio estima- 
tion. IIerely from any dissimilarity in  the appearance of the 
painting, i t  ~ - o u l d  occur to few visitors to a coilectiou of 
pictured whicli included worlis by the earliest Italian painters, ' 

tlmt these are not oil paintings a t  all. Indeed, it llas been 
found impossible to  distinguish betxeen a painting exeeutell 
nit11 oil colours ancl a tenipera pictnre which has imbibed 
the  oil varnish. Tet ,  before the introduction of the so-called 
illvention of oil painting by the T a n  Excl<s (which Vasari, tlie 
biograyller of the Italian painters, says was brought from 
Flanders to Italy by Antonello il:t Xessina in the early part of 
the latter half of the fifteenth centurj-), all paintings were 
executed in ternpera, or by some other method than that of oil. 
There have been many impos~ible statements made, and con- 
tradictory opinions given, in reference to " tempera :" these 
we allall encleavour to or  reconcile in our definitiou. 

Painting in tempera is $0 nnmed because the colours 
are " tempered," or mixed with and diluted by a "medium,"" 
to  a proper consistence, to be conveniently taken by and 
apt~lied with the brush, and to adhere to the  surfice, this 
medin111 being neither oil nor sirnplg %rater. T l ~ e  artist 
is  often compelled to have recourse to very offensive media 
to  linor\.n his most refined revelations. I n  tempera, the 

+ A med;!rm or "vehicle," as it is otl~er~visccalled, is the floid in 
nl;icll the colour is held in surpen.;ion r\Ilile tranrn~ittedor conveyed 
fronl the palette to  the picture. Sometimes tha %vord "medium'. is 
ta\;en to  ,,lean a rebicle >vhicll shall be mediate between oil and ?vater, 
tllat is to  ~ a y ,  unite the properties and advantages of both. 
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is composed of water and more or less g1nti:ious in-
gredients, soluble at  first in water, such as egg, niilli, gllnls, 
kc. For some purposes, on linen, it \\-assuch as p a i n t i ~ ~ g  
identical with the ordinary "diaten!per" of scene painting 
(see note A in Appendix), in wllicll tlie meclirun is weali size 
of glue (glue dissolved), and in which l)la.;trr of Paris sutfici- 
ently diluted is morlit~d iuto tlie colonrs. This carbonate of 
lime, or ~t-hite~:ing, is less active as a babis for colonrs than 

' the pure lime of fresco: but i t  is entirely deltructirc of traus- 
pnrency, and the ancient tempera without its final coat of 
varnish was frequently almost equally opaq:le. However, 
from the greater viscidity of the medirul~li genera l l~  used b ~ -  the 

! old tempera painters, sucl~,  for instance, as yolk oE egg, the 
f surface of their paiiltings Iyas not so dead as conlnloIl clis- 

temper; and the colouring was altogetl~er illore laztrous, 
1 thougll sti!l not to be compared with oil paintirlg gc.ner:~llj for 
3 transpare~~cy. The pictures were, besicles, tllic!;lr rar i~irhed 
d whet, finishecl; transparent pigments were used in sliacloms, 
d to assist tile occasionally carefi~l study of reflrctetl l ig l~ t  ; and 
(e the execution was of course infinitely niore painstaking. 
11 The Italian substantive fei~zperccadmits, ncvel-tl~cless, of 
~f the IJ-iclvst application, and \\-auld include anj- inecliurn, eren 
:e oil; but in its most restricted aucl proper acceptation it n;eans 
il. a x-ehicle in \I-hiuh yolk of egg (heaten sometimes with the 
n- white) is the chief ingredient, diluted as required 11-it11 the 
se milky juice expressed from the shoots of the fig-tree. "Gum 

water is necessary fbr occasional glazings, and in painting 
rs blue draperies size is better than ~ o l l i  of' eggt as  the latter is 
''a . apt to tinge the blue."-(Lutilla on Fresco, kc.)  Vinegar pro- 
nd bably replaced the fig-tree juice among the northern artists, 
lis from tlie difficulty of' obtaining the latter, and in modern use 
iat vinegar is substituted. Haydon sxys rinegar should be usecl, 
lia to prevent the pntrefdction of' the p l l i  of egg;  but the.early 
he Italian painters preferred the egg reliicle \\--hen i t  llrid been 

suffered to stand until i t  had become drcoinposed-hence the 
in phrase, painting " iL pzctrido." and for On ~ ~ a l l s ,  coarser 

red . ~rol.k, warm size was occa~ionally used ; but the egg vehicle 
ter, undiluted TTas preferred for altar-pieces on ~voocl. Such are 

the media, or vehicles, described by the chief Italian writers 
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as used by the early painters before the invention and im- 
provement of oil painting. Pliny also n~entiolls milk and the 
egg rehicle as employed for ancient wall paintings. The finer 
egg tenipera, i r ~  dry climates, has been found to attain so firm 
a consiitence as to n ithstand ordinary solvent&. The use of 
wine in diluting thebe glutinobs vellicles was colnmon for a 
long period. Buff,~l~nacco,of wi~oni so many humorous 
stories are told by Boccnccio and Va.;ari, is related to hare 
pe~suaded home nuns for .shorn he painted to supply him mith 
their choicest niiles, ostensibly for the purpose of diluting 
the colours, but really to be slily imbibed by the thirsty 
painter himself. The northern artists nere sou~etirnes obliged 
tocontent thernsel~es with beer. I n  the \vo&s of the nortllern 
tempera painters there are, however, very mariced differe1:ces 
observable in their impasto or body of colour; it is certain, 
therefore, that these pai~~ters  emplojed media of ~a r ious  dr- 
grees of consistency. 

GROCSDS, ETC. 

THE ancient., it appears, xere unacquainted mitl~ oil paiutinp : 
they painted in ten,perd (or part frehco and part tempera) and 
encaustic, ou wood, clay, plaster, stone, parchment, and canvas. 
Few, hoxverer, of the great painters of Greece painted upon 
walls. Apelies llerer dld. and eren the ~ 0 r l i s  of Poljgnotus 
a t  Delphi are supposed to  have been painted on panels in-
serted into the wall. As they were subsequently removed, 
the same may be interred of the pictures of the Pcecile at 
Athens. According to one cauras not usedacco~~nt,  was 
until tlie time of Nero ; and though this statement appears 
to be doubtful, yet, as there is no ulention of its liaving beell 
employed by the Greek painters of the best ages, its use was 
most of late introdnction. Pliuy notices, a* one of 
the extravagances of the time, that Nero bad his portrait 

on canvas 1120 feet high. 
Ter~pela  pictures for the altar-pieces, triptychs, 8c. (see 

B In Appendix), of the Niddle Ages, were generally exe- 
cuted 01, panels of nood. The painters of that period altvajs 
used a "ground" (or substratum 011 ~ ~ h i c h  xasthe picture 
executed) of pure white plaster of Paris (in Italian yesso) or 
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mashed chalk (~vhitening) with size : a preparation which has 
beell employed without change from remote antiquity, the  
ground of the paintings on Egjp t ian  nlunlmy cases being of 

1 this description. Such a ground, unless esceedingly thin, 
f becoming brittle with age, is evidently unsafe on canras, 

especially if the picture should ever be espoeed t o  be rolled 
s for con\.enieni.e of remoral. Tlie Venetians, therefore, mho 
e from the first preferred cloth or canvasX of fine testure, took 
h the precautiorr of spreading the composition of size and gesso 
g as thinly as The fiue picture by Jiantegria, i n  the 
y Satioilal Gallery, and "The  Triumph of Jul ius Czsar," at 
td H a n ~ p t o n  Court, are in tempera on clotll. Wood, hotvever, was 
.n frequently corered (particularly in the earliest or  Byzantine 
:s pictures) with parchment, l e ~ t h e r ,  or linen. IValls which 
11, \\-ere to r ~ c e i r e  paintings of a finer description appear also 
r- to  have been prepared with cloth glued Gver the  surfiace. 

U1x)n the gesab ground the old tenipera painters Tvere ac- 
custonled t o  apply a coat of Armenian bole illised with glue 
on which they sixead leaf-gold ; and though tlle practice was 

g: gradually discontinued, it  \\-as occasionally adopted i n  oil 
nd painting iit I ta ly ; end i n  Flanders was continued eve11 to a 
as, coinparatirely late period, i t  being considered tha t  the gold 
)on ground gave gieat brilliancj- to  the colours. 
tus When  the wllite ground n a s  used, it \\-as very carefully 
ill- prepared ; and the tempera. picture \\.as frequently coillmeilced 
.ed, by tracing the design from a drawing or  cartoon? on which 

at i t  had been accurately studied, i n  a similar maniler t o  tha t  
(mhicl~we shall Sully describe) practised in fresco painting. 

,ays Cenniiri,: tlomver, does not speak of a cartoon, but  recorn. 
,eel1 mends that  the drawing should be first sketched on tile tvhite 
mas 

* It may be mentioned that tile words clotli, linen, and caiivas are 
used indi.cri~ninatel~, and ainlply in colltradistilrctio~l to I\-ood,stolle, 8ic. 

:rait t prom the Italian carto,?e,stout paper or pasteboard. 
f Cennino Cennini wrote a valuable and i~lteresting Treatise on 

Pai~rti~fg(1437) ,  nhich describes the practice of tempera, secco, fresco, 
(see kc., ill Italy before tlle introduction of the im],l.oved oil painting.

This treatise (7'~attntodrllu Pitturf!) has bee11 trandated, together exe. 
n-ith the excellent notes of the fornler editor Tambroni, by JIrs. 

says Jlerrifield. Cetlnini mas the pu l~ i lof Agnolo Gaddi, tvho derived the 
~yas netfhod he taught tllrougll Taddeo Gaddi from Giotto. 

0) or 
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ground in charcoal (which admits of being readily obliterated), 
and then outlined in ink with a luinever pencil; the sliadom~ 
to be afterwards washed in. The effect of this insisting, as 
it were, upon the ontline 1~-it1i ink, will account for the llard 
outlines and sharp edginess so conspicuo~~s in these ancient* 
~ o r l i s .  The mode of commencing a picture by tracing the 
outline was followed by the early oil painters ~vithoot chanse, 
and even greater care. An exempie ot'this is presented ill the 
original yen-and-ink drawing from which was traced the 
small picture by Raphael, " Tile Vision of the Knight." 
The drawing is placed under tlie picture in the Xatiollal 
Gallery, and the holes priukcil in the outline by tlie tracing 
point are very plainly to bz seen. 

From the thickness of the vehicle employed, and its un- 
manageable natnre, the tints, as in fresco, were mixed to the t 

required local hues,? or the colour proper to each particular : 

spot as seen modified by light and slincle (not tile locrrl: rolozir, . 
which is tile "self-colour" of an object, and what F\-r mean 
when we talk of a "red coat" or a "grem field"). The 
lxactice of using these com~~onnd or nlised tints Fas corn- 
lnonly adopted by the early oil painters, and colltinued when . 
the movements of the perlcil became far more h e ,  the ' 
blending being continued more or less on the picture when I 

applied. ( 

Portions of the tempera picture were finished while 
the was left untoucllrd elae~rhere. Cennini directs : 
that the head shonlcl be 5uislled last. This practice of 1 
finishing parts separately was liliewise adopted by the first 
oil yainters, excepting that they did not reserve the flesll for j 

* The word '* ancient" is now commonly applied to  the "old" masten 
1 

and their work-, in order to coineiile with ortlinary uaage in the appo-
sition of ttte \~-orcls "ancient" 3n1l "modern." The only objectio~l to c 
the substitution of the word "uucient" for "old" in this case is, that  it 
may sometimes oecabion ambiguity as to whether ancient be meant fbr I 
classical. 	 1 

f j  	 t Tint differ from each otller in being simply lightcr or darker, but 

a 
1: 

hum d i s r  in colonr. 1IiereIOre, we nlr) hair many tint- of one roiour. 
and various hues of one ynrticulnr degree of intensity in 1,elation to 
black and white. I n  ordina1.y usage, hori-ever, by" tints" we frequently t 
mean colours generally, and the  ~ w r dis often substituted for "hues." 
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the last. A picture by Leonardo da Vinci, in  the l l i l an  
Gallery, has some parts nearly finisliecl, wit11 others merely 
outlined; and the remarkable picture attribntecl to Michael 

1 dngelo by Dr. Waagen (as one of the r e r r  few pictures he 
C esecilted in oil), and eshibited in the 3Ianchcster Art-Trea- 
e snres Eshibition of 1837, is in a similar condition. 
, h mode of painting, " triluspanncies" as thev ~7-auld now 
e be called, on linen, appears to hare been practised d ~ ~ r i l i g  the 
e fbnrteentli century ill Germany; but more es te i~r i~e ly ,if not 

or~ginallY,in England. At all erenta, if the English nietl~od 
11 was not peculiar to the country, it \!--as dirtingoiblled for i ts  
g greater triinsparency ~vlien held before the light. The artists 

v7ori;ecl with n-ater colours on closely Jvoren linen. The linen 
n- TI-as saturated with gum-ra te r ;  when dry i t  ~vr.,s stretched 
he on the floor over coarse ~voollen and frieze cloths, and the 
ar artist drew and colonred liis subjects ~ ~ a l l i i n g  the linen over 
!r, wit11 clean feet, tlie snperabundant moistnre being absorbed 
an bx the ~voollen cloths ullderlieath. JJTl~enfinislieci, the serni- 
he transparency of the linen lvas riot lessened, as the  colonrs 
m. had no body. I t  was conimorl in  tlie fifteenth centurj- to 
en hang rooms, instead of tapestry, with 1 : q e  worlis on linen 
:he executed in the ordinary tempera ; but as late as the begin- 

ning of the sixteenth century, a German inode of painting on 
cloth was distinguished for its transparency from tlie Italian 

lile tempera. For Ta.ari nier~tions, in his Life of PLaI)l~ael, that 

.cts a drawing sent by Albert Dluer to the great Italian, was 
p:~inted in water co1oul.s on a fine linen cloth, which sho\v\-ed the 

irjt transparent lights on both sides vi thout  white, water colours 

for only being aclded, n-hile the cloth was left for the lights ; 
" ~vhich thing appeared \I-onclerful to Xaphael." Pi: Charles 
Eastlake, in his invaluable work with the too modest title, 

of 

steE 
PPO. JIc[ter.icr?sfor n W i s t o ~ yo f  Oil P(ti;iti,ry,seems to be of 
11 to 	 opinion that the ir~trodnction of this Gerlnan method of 

atforit 	 p'linting into Venice, i~iflnenced the schools of tile north of 
Italy, and may explain the reference always given to canvas 

'.btlt 
)lour, 	 by the Venetians ; that the linen n-as chosen fine in testure; 
,, to alld that  their works were executed in a comparatively thin 
entV t h o n ~ hnot transparent tempera. Sir Charles instances, also, 
1es." 



//I the studies of Squarcione, Leonardo da Vinci, Lnini, and 
,," otller of the pupi1.j of Leonardo, as elecuted in this Iiianner; 

I a:ld says that the clot11 of ;:lie tcsture was fiequentlg eln- 


ployed by them, even for thcir finislied pictures in oil. The 

I cleat recomn~c.ndation of this Illode of t i ~ t i n g  li~ieli as 01)--

pos~d to the solid tempera, no doubt was, t11;it in the humid 

,,! , I ,., climate of England and the Setberlancls i t  Tvas less liable to 


I ; 1 1 i j  a11 
, , ~ l i ,  be arected by damp thai? colouril~g ~ v i t l ~  or sitniore "body" 

, substance. efl 
31rs. llerrifirld, in lier A,rcient P~.nctice qf PPailitiilg, be 

t1iiiil;s it not at all inlpr~.)LnLlc that somc of tlie early t~ans -  
11aw11t l~ai:ltiiigs cxee71iel i:l Gerlnan~-, France, and England 
inay llave been intendei, and used occasionall?- inhte:ld of glass mi 
for ~vinclorrs, when gl;:ss 11-a~ estren~el~- rare and costly. d co. 
practice prevailed :,]so in Eugland, previous to the i:~trodnc- ge
tioil of printiiig wit11 blccl;s, of l~ainting linen clot11 iiitended be 
for wearing apparel, as \v.:ll as l)robably altar-ciotha nild f07 
Ilangiilgs of apartments, with figures, fion-ers, and raious 6e 
devices, in inlitation of e~ulroidery. (st 

"P
GILDISG, ETC. all, 

TEE splendom of gold slid :ildcd eiubellisliment 11as been ex: 

largelS introduced into the arts of all natiolis. SIr. Laj-ard n1;1 
tells us that tlie Assyr ia :~~ tl16were prodigal o l  its ell~l)loyriient. 
The EgIptians used it, and we read of i t  frequentl~ in the ble 
Bible. The solid precious metal n.as lavislled by tlie Greelis in pic 
their e11r~-selephanti:le (or gold and ivorg) scull~tore. Evcrf bu1 

sci~ool-boycan talk of '' tile golden house of Sero  ;"and one of Pel 
the principal ftaturea of the art and deco~tti:-e \vorlr of the Slid. sea 

dle Ages was the profuse enlplo~n1mt of gold. Tlie era from TITI 

the eariiest Christial~ period to the beginning of tlic fifteenth sio 

century niay be ternled literally (certainly not s-mlolicall~' Ho 

the goldez nge in art. I n  tlie ancient mosaics gold behilid 
glass was used for the ground ; or, perhaps more properl: 
speaking, background, aiid the dresses. The BJ-zantine and t 

peri
early Itulian pictures, missals, and wall-paintings \Yere ei~ni. full: 
larly adonled, thougll the gold is so t11icl;ly covered rit6 to I 

- Gce
dark varnish on so~ne Byzal,tine pictures as to be scarce]: 

4 
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recognisable. This decoration was retained, although kept 
111ore subordinate, long after the introduction of oil painting. 
Dol~leilico Gllirlandaio Ivas the first, according to Vasari, who 

.e discorered the llietliod of imitating gold wit11 colours. This 
is somewhat singular, seeing that this great master was 

id origiilallj- a goldsrnitll." of gold C)ne of the d i~adcanta~es  
to a ~ ~ j l i e dto pictures is, that i t  gives, especially wlien seen in 
0' situations where it reflects the light, a 1)eculiar heary leaden 

efkct to the subjects or portiolls paii~ted, aiid destroys the 
9, beautr of the colours and the hari~loilg of the picture by its 
I - superior brilliancy. 
ntl I n  tlie e:~rly pi~tures, the prol~ortion of the surface corered 
iss with the precious nletdl Lir exceeded that over w!iicll the 
d colours mere spread. Eve11 in the d~igustail age, the ii~dul- 
IC- gerice in the telllpting richness of gold could scarcely hare 
led been carried so Gar as ill tl:r t~o rks  of Christian art of the 
~nd fourteenth centurg. Tlle painters of this period used gold su 
)us generally, that figures in gold dresses ~vi th  s l i i i ~ i n ~  gloried 

(see note C in dppelldis) roulld tlieir heads were 1~lzct.d 
upon gold hackgrounds (indicative of tile open air) without 
ally sliado\v "cast" from the figures. Thz niost i:i~posing 

een esample uf the application of go:,! i:l the Xationa! Gallery 
.:,,.d rn:>.y be seen in the large altar-piece by d:idrea Orcagna. I n  
, the ezrly Franliish or Carlovingian l ids .  silver is Srequenil~ 
tilz bleilded with gold. The bacl;grounds in the oldest Italian 

picture^ (Sienese school) is pure sinooth gold; acharacteristic 
r,,rS burruwed from the 111ost richly-illuminated SISS. of the sa~lle 
ie of period: but snbsequentiy the gold had patterns or diapers 
klid. stained, embossed (as in booiiiiinding), or psil~ted on it. 
srom TT'llen the background was not gold i t  ~vas  diapered occa- 
,ellb ~io1m"1~-,as in the estrao~diuary painting preserved at \Tilton 
:allT\ House', believed to be the \vorl< of a foreign artist, but 1v11ich 
>hind eontailla the most authentic portrait of our Richard 11. The 
perij --- ---

:lilt! JIan: of the greatest sculptors, painters, and architects of the best+ 

silill' 
. period in Italy, eitller i;aued fro111 tlle goldamit11.s ~ ~ u r l i s l ~ o p  or success- 

fully ~,ractiacd the goldamitl~'~ TTe need only melltion, in additionart. 

witk to  Gllirlandaio, Brunellesci~i, Lucca clella l lobb~a ,Cil~iberti, Paolo 


l~cel! cello, Lutou!o del Pollajuolo, Andrea del Teroecli?~, and Cclliui. 
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gold and diapered backgrouncls ha\-e been revived bg Hess (a 

and other nioclern painters of tlie Gerluan school; aud in h' 

Mr. Hol~nnn Hunt's already Etii-lous picture, '' Tlle Light of 4' 
the \iTorld," tile head or our Yarioor is encircled with a P' 

golden nimbus. I n  Greel; (Byzantine) ~rorks  and the earlifst s t  

Italian paintiugs, even the liYllts on the dresses of the figures SI1 

are heiglitened with gold apl,lied iu lines. After the !-ear 8' 

1.100 all painters seen1 to have disctirded tlie flxt gold back- 
ground, with tlir exception of Fra Angelico cia Fiesole. 111the 

11: 

re
north, open bacl;grounds il: tent:>c.rn pictures, before the time of C
T'an Eyc!;, are extren~ely rare. In Gerulau art tllc nirr:bus is 
comparatively seldom seen ; n.11ere gold objects are repre- It 
sented in the picture itself, :hey are laid in ~ v i t h  tlie flat leaf, or 
then outlined, nnil tile sllaclo\vs, as it were, etched n ith te 
pure lilacli liner, snch os we find in large early \voodcuts. be 
Sornetirnes the lines are crossed and sometimes c!otted, as in SL 
the \I-oodcuts of A. Dilrer. set 

The gilding on many old wall paintings is in snch a re. 
,y!

marltable state ~ f ' ~ r e i r rva t i on ,  tuthat it is desirable to ascertain 

l ~o i r  tlie gold ~ r a a  al,pliecl. TIie gold-leaf' itself nas thicker, 


PC
the n~unber of leaves obtaixlrcl i i o ~ n  an equal quantity ot ies 
metal having been gradually increased since the t i u e  of the ea! 
Romans. The n~ordants* $vere of' two Iiincls, one of which ne 
served for miniatures and places not exposed to d a ~ n p ;  the pri
otlier and niore durable being, accorciing to some documentary ti, 
evidence, an oil mordant; but the niost ancient \vas probablr tf,, 

P ~ o f .  Branchi, (roll1 a cliemical analysis of some e< t 
I'ortions of :lie gold gl.ont~d of the mural paintings bj pel 
Bellozzo Gozzoli and Buff~tlmacco, in the Canipo Santo a1 El, 
Piad, concludes that wax x a s  the prillcipal ingredient of thc g;l 
morcl;lnt there used. tis 

The p!d \vas alivays supplied by the persons who orclere~ 
tile pictures; and when the-e \rere e i t l~w unable or univiiliu! 3 


to  pay for the precious nretal, it was nhual to subijtitute fbr it a: barem 

\yall pailltings leaves of tin-iiil corered\~,i t l~ hi
a yellow varnid 

- --- --- -- - par 

,qIordnnt, the adiiesive lrratter used by gililera to  secure the go) but 

leaf; alroa gubitaaee used in d~ei r lg  or calico pl'iuting to fix or bited COU 


tiie eolours-hence the name mordar~t, froin nzolrleo to bite. 



* 
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( a ~ r i ~ e t r u m ) .I n  orcler to  econoniize gold, the old rnssters 
SS 


had another invention called "porporino," a coml~ositiou of 
in 

quicksilver, tin, arid sulphur, that  produced a yellow lnetallie 
of potvder, and which they employed instead of gold. B sub-

a 
stance of siriiilar nature is used to this day in  England as a 

?st substitute for gold on coloured n-oodcuts and chromolitho- 
r es graphs. Silver likewise servtlcl as a foil over which yellow 
ear and other colours ground with oil were glitzed; it mas also 

nsed in representatio~is of armour, as may be seen in tlie 
r~~nar l iab lepicture of "The Battleof Sant' Egidio," by Yaolo 

pi C'cello, in the Il'atiorial Gailery. 
s 1s Eeaicles these, other decorations were introduced into the 
pe- Italian pictures of tlie fburteeutli centnry, s~lcll as stncco 
leaf, in relief; a~ii l  actual gems (or iriiitations of them), o r~ ia~nents"" termed " nonclies," n-hiclr n-ere inserted v i e r e  jeivellerg was to 


be represented, lilore especially in tile raised diadems of saints. 

. s i n  Such decorations, together wit11 the draperies xTliich xve shall 


see later, were nlrclidy esecutecl in oil,* an:l the carred frar11t.- 

Me tvork, tabernacle or surrounding o;*,icc,,zeicfoitlelf of tlie pic- 

rtain ture vere  cornpli~ted first. The lace and llancls, 1~1iich at  tiiis 

icker: ~ c r i o d  were alxva~s it1 tempera, lvere addeil aftcr~vards-at 

ty oi least after the drnperies and 'uacligroond \\-ere finished. In 

~f the early tiriies tile artist executed ail the v a r i o ~ ~ s  
operatioris con- 

rvhich nected witfi his picture himself. Wcnce the number of ar ts  

? ;the in the cloisters, and included in the practical clirec- 

21itari tions given by tlie monks in n ~ e d i ~ v a l  I11 later times
31SS. 
,babl! the  xx-orli \\-as divided; and Sir Charles Eastlalie tells us that  
:somu "the clecorator or gilder was sometimes a more i~npor ta r~ t  
,gs b~ person than the  painter. of an inferiorTi i~ ls  sonie ~ v o r l i ~  
~ n t oa; Florentine artist \\.ere ornamented ~vit l i  stuccos, carrirlg, alld 
of thl giltling by tile celebrated Donatello, wlio in  liis youth prac- 

tisi.4 this art in conxiexion with sculpture. Vasari obserred 
ordeW ---- ---- --

* Tempera pictures of the fourteenth and beginning of the fiftpellth 
forito: century fre(1uently exhibit an  inequality of szlrface, wrne portions 

., having thick edges and being conairlerahly morc rai-ed than otherj.
varl1ls' This generally results, as 11-e silall see more particularly later, f ~ o m  tile 

partial oil pair~ting u-ed for thore portions, arid tllc vi-cidity of the oil ; 
the but it 111%~also have been occa-ionerl, in  >erne inltance-, by the differelit 

bite COusi>terrce of the telnpera rllcclia emyloj-ed for various eoloura. 

i 
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the fol!ox:ing inscription under a picture : 'Eimonc Cini, a 
Florentine, u- ought the carved ~rork ,  Gabriello Saracini ese- 
cutcd t!lc gildin;., alidSpinello di Lucca, of Arezzo, painted tlie 
i'ictnr?, in the year 1385.' " - i 

"\Ye lnny pan*e to consider for a moment," says a writer in :: 

the Qurri.tei.ly Ret.ir,c (184,i), in ~ h o m  the reader \rill 21ardlj i 
fail to recognisc tlie author of Xode,-2, Ptri~zfer.r,"what effect t 
u~~o~t then~ei~ta l I iaL~i t sof  1.these earlier schools miglrt res~rlt fro111 
tlie separate and prt.rions conlpletion of minor details. I t  is to f; 
be remenilered that the paiiiter's object in the bacligroundr C 
of \vorlis of this ]~eriod, (u~lirersall~,  tor nmrl j  so, of religious 
su\?,jects) was not the deceldve rqresentation of a 11atul.d 17 


scene, but the adornmeiit and setting fhrth of the central 2 
figures will1 Ixerious worli ; tlie coilrersion of tlie picture, as t! 
far as might be, into a gem, flushed \ritli colour alld alive d 

nit11 light. The processes necessary for this purpose rer r  5 :  

altogether iueclrdnical ; a i d  those of stamping and liurnislline 
tlie gold, 2nd of enamelling, mere necessarily performed before e: 

any delicate tempera ~~-or l i  could l,e execnted. Absolute dr 1.' 
ci~ion of design \vas therefore necessary throughont ; and Ilari 
linear separations were unavoidable between the oil colour and 4 '  
tlle tempera, or betrreen each and tlie gold or enamel. Gened C' 

harmony of effect, aerial perspective [the effect of distana ai 

imitating tlie iiifluel~ce of atrnosl>here], or deceptirt ' g1 
chia~oscuro [ligllt and shade] became totall- in~possible; ad 
the dignity of the picture depended exclusively on the line: 
of its drsigi, tlie pcrity of its ornaments, and the beauty a: 
expression which could be obtai~ted in those portions (tht 11 
faces and hands) which, set off and framed by this splendor h( 
of decoration, became the cynosure of eyes. The painter' PC 
entire energy v;s given to t,heae portions, and me can Bard]: 
imagine any discipline more calculated to ensure a grand an 
tlloughtful ~cl!ool of art t h a i ~  the necessity of discriminatin! 

and raried espression impozed by this 

separate and prominent treatment of the features. The ei re' 

quisite drawing of the hand also, a t  leaat in outline, remaine kx 

for this reason even to late periods one of the crowning exce, 

lences of the religious schools. It might be worthy the coi 


!t 
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si2eratio11 of our present painters wl~ether some disadvantage 
ilxy not result from the exactly opposite tl.eatment 11om fre- 
quently ailopted, the finishing the liead b?fore the acidition of 
its accessories. A Ainlsy and indolent background is allnost 

r in a aecessayy consequence, aild probably also a false fled,-colour, 
rdlj i ~ c c o ~ e r a b l e  	 T l i ~bj- any after iqjposition." technical opera- 
ffect tions so chnracteristic of the Italian art of this period cor- 
roln ~.i'spoild greatly n-it!\ what was the practice in Englalld ; a, 

1s to ibr instance, in the splendid decoration of St. Stepllen's 
lnds Clial~el, a h  it {I-as rebuilt by Edward III., in the nliddle of 
;iouh tlic fiarteenth century; for the habits of the Ellglish (3) 
turd l~riiiters closely resembled those of the follo\\-crs of Giotto. 
ntrai Severtl~eless t l ~ e  practice of gilding, stamping ornaments, and 
.e, as the en~ployment of mosaic, is tlloiight not to hare been in- 

alive 	 d'genons to this country. The rarity of exaniples in ~vllich 
sacil decorations occur, where tile rest of' the ~vol.k seelns 
Eilglis!~, puiilts to the conclusioa that they nercr forllled so 
es>eiltial an element in E l ~ ~ l i s l ~  art as theg- did ill Italian (see 
latter half of note B in Appendis). 

milie latcst nlodiiications of gold and siirer, glazed or lac- 
quered rail-grounds, appear in the \vorlis of IIolbein alld his 
conte~n~oraries. The Italiaus did not lmint on gold grounds 
after the time of Titian, though large yellox\.-coloured sadiating 
glories arc connnon in his works, as well as in those of 
Tintoretto and Guido, Xurillo and other Spanish masters. 

li" BATCIIISG ASD STIPPLISG; FUSIOX OF TISTS, ETC. 

u t ~ .0 


,, (tht Is the finishing of their pictures the tenlpera painters met, 


elldo,, ho"erer, nit11 a great difricdty. I t  Wac, \ve need not say, im- 


ainter possible to prepare as many tints as there are gradations, or 


hala as they are pol~ularly ternled, shades, in  nature. The tints 
ind an wllenlnid, covered flatly certain definablepatches and breadths. 
illatin The vehicle dried too quickly to allom much blending or f u s i o ~ ~  
cu5ad of the colours on the surface of the picture, and for the same 
,,,he el reason they could not be readily lightened or darkened in 

?mainc tone.* Therefore, for portions requiring very delicate grada- 

g exce * Tone is either general or particular: it may mean simply the degree 
the C@ 
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tions-such, for instance, as the features, in order to convey 
the impression of relief, or that palts are raised or project. 
beyond others, to do, in fact, on a flat surface what the 1 
sculptor does rritli his nlodelling-it was necessary to adopt f 

the expedients of "hatching " and " stippling." Zutching < 
consists of lines-stippliizg of dots. By patiently pla"i"g t 
these, one by one, more or leas closely together, or of more r 
or less thic!iness, and with nl~chanical regularity, it is forl~~d t 

that the most insensib:e or the most abrnpt gradations can be c 
obtained. Stipple gives its name to that fipecies of engrav- 
ing brought to such by Bartolozzi, and employed 1 
in ilnitatiolis of chall; drawing. ''Hatching " is a variation of ( 

the word "etching," and througl~ ~vliich it is derived from : 

the German Etzen. The methods are frequently mixed, stip- i 
pling being used to soften and fill up spaces left by the crossed z 
hatchil~gs; and both are of very general application, not on15 s 
in tempera, but it1 engraving, (Ira\\-ing, oil, missal, nliniature, f 
rater-colour, and fresco painting. One esplanation, will, 1 
ho\\-\-2ver,serve for all. I 

Hatching is the ouly method tvhich can imply any knoa- : 

ledge of furnis beyond that distinctly developed by the ap- 1 


pearances p~oduced hy the tinting. Several refinements, br . 

vhich lines were rendered more descriptive, were introduced . 

by the great masters in their drawings, and by the earl! 
 f 

Italian engravers? that were apparently unlino~vt~ to the ( 


lnore ancient tempera painters. Such was the principle, t 

borrowed probably from observatioll of striped draperies, that 

objects ~ h i c h  are rounded Irsve their rotundity best expressed 1 


by curved lines ; and that those portions mhich recede abo~u 

the level of the eye, or what is the saine thing, the horizonti ( 


line, sliould hare the lines arched like a bridge; vhile tt : 


represent the portions ~vllich recede below that line, the curve 

I-

of li,rrlit or shade in some specific part ; or i t  may refer to  tlie generi 
( 


character and complexion, so to  spesk, of tlie whole picture. Tl~usr 1 


may say indiif'erelltly of an  engraying or a picture that it !rants nlor ( 

tolie-meaning, i n  the first. siml~ly allacling ;but in the latter IT-e ma: 

also mean t h a t  it ~ ~ n n t s  general l~armony with 
illore olie iudiridur 

hue, warm or cold, juat as all the notes in a pianoforte are tuned! : 

one particular key-note. 
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sllould be inverted, like the rcfleetion of the bridge in the 
rrater. If we \vere to suppose a nulllber of threads arranged 
like a stave in music or the strings of a harp, and held between 

t, tlie light aild some irregular and rounded object, the shadows 

7 of the threads would follow the depressions and elevations of 

5 the surface on which they fell, and illustrate the practice to 
.e xvliich we allude, and ~1-bic11 is carried to perfectioi~ in line- 
d engraving. Other conventional l)rincil~les which have been 
)e established are, that lines, \~llilo assisting the " ixodelling," 
r- sllould be crossed, in order, by Cornli:lg retic~~latioiis, to prevent 
,d tlre ese follo\ving their directioi~ ; to remore the impression 
of of the surfhce tiley are intended to describe being polisl~ed; 
,111 and also to indicate tlie degree of roughness or srnoot1111e.z~ 
ip- intended, by drawing the lines to intersect at a nlore or less 
ied acute or o!~tuse angle. The tempera painters, on the contrary, 
dS seldom curved the stroke oi' their brush ~vhen at  any distance 
Ire, from the outline, or allo\~-ed the lilies to intersect, and pro- 
{ill, Lably never upoil a scieiitific principle. The process of hatch- 

ing m a  still be been, after the lapat! of from four to six hmldred 
o,T. years, r e r -  dist inctl~ in several of the tempera paintings, so 
,,,. ma111 of 15-liich hare lately been added to tlie Kational Gallery. 
, Wilere the touch is large, as in a s~llall "Holy Family" by 
uced Pietro Perugino, the straight (vertical) strokes are very con- 
3arlS qiicuous ;but in others, as, fbr instance, the presumed portrait 

the of Isotta da Rin~ini by Piero dells Fraacesca, the lines (in 
this case oblique) are so fine as to be searcelr perceptible. 

,that Tempera, we sliall see bv-and-bje, \Tas adopted as con~ple- 
essed ~nentary to fresco, and ~v11el1 so used (to add at  leisure force 

and gradation to tlir necessarily hasti11 executed ground\rork 

zollti of trne fresco! hatching \\-as indispensable ; but hatchiilg was 
ile tc also employed in the actual process of fresco painti~lg. Herr, 
:urve. hu~vever,as indeed in Illany other cases, i t  was serviceable 

not ollly for purposes of modelling and but to pro- 
Fend cure a flat tint (\vhich is not easy to obtaill in fresco), and lilie- 
.),US a >vise to conceal the joinings in the mortar. The re-touchings 
a of the great xvorks of Hichael Angela in tlle Sistine Chapel 
tr-e m8 
, i n are all effected by hatcllillgs (with lines which do not cross) ; 
unedi an elaborate nlechanical process, scarcely to be expected from 

C 
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his impatient temperament. The simple straight linrs of the 1;. 
tempera painters vere derived from the practice of the H ~ z a n  ck 
ti^^.: missal painters ; but even in etcliings by Relnbrandt and 
o t l~er  n;ahters Ire freqnently sce ;I rounded surface repre 
sented by the sanle means. I n  the frescoes of Raphael in the t b  
Vhtican there mas, ho\re\,er, no llatclling before they vere t )  
" restored" by Carlo 3Iaratta; nor is tliere in those of C o r  tc 
r2ggio. But in the earlier oil pictures by r\;~phael the hatch "1 
ing is often very evident-witnehs the St .  Catharine in the tl  
Xational Gallery. Leonarclo da Vinci, in the xninnte stijijile ce 
of his wor!;a, fnrnisl~es another es;:mple of a similar metllod, ol 
and anlethod mliich mas adopted hy many other of the first of 
Italian painters in oil, and has been contiuncd to  our day, as ar 
nlay be seen in the nlore recent worlis of the learned President at  
of the  RoSal Licadc~iiv ; and also, thol~gll very dissimilar, in 
tlie pictures of' our conteniporary pre-Rayhaelites. of 

These modes of finishing were, however, never in favour with rn 
the northern painters, either in te~npera or oil, a t  least i t  is nat ex 
perceptible in  their slnallest atid highly-finishecl pictures. In ill 
these the touch is either ii.ec from mechxnical regularity, a P1 
in Teniers, or the tints are laid to  appear :is nearly as prne. 
ticable 1il;e an even ~vahll, as in the p;irti:rllj tenlpera picture s ~ '  

of l l e i s t r r  Stephan, in the Sational  Gallery; in tlte oil 
p i n t i n g s  of Van EycIi, and later of Jlicriu, and Illany othe! o*' 

Dutch painters of cabinet* pictmes. This is surprising Ii.!'" \\,hen me reflect ho\v delicatel. wrought ,\-as the el~grarin; " and pen-drawing they ol'ten practised; and that soirle of them 
including Van Eycli, were also illiuninators, in which stippiin; ac 

t his inevitable. For in  nlissal painting, f ~ u n ~  the iml,ousibili~ 
of spreading a fl:tt t int  on the vellurn of which the anciou: "' 

of
books were composed, the  illuminators were colnpelled tl 

allhave recourse to what Fuseli calla tlie "elaborate anguish" [ 

the  sjstem. The modern miniature painter is also place. 
under similar conditions, the hard srnooth surface of tb, 

I Aivory obliging him to  finish, as  i t  is pleasantly ternled, vib 
te 
eo 

* Cabinet pictures are so named because they are so sninll in sit st; 
as to be readily contained in a cabinet. 
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the line, "dot and go one." Finally the painter in mater colours 
a n  chooses the.ie ~llethods, because by then1 he can obtain greater 
ani richness and finish. 

?re \Ye have said that  tho fig-tree juice was replaced among 
the the Gerxllan and English ternpera piiiiiters by riilegar ; but 
rere this noilld not retard the rapidly dryiiig reliicle suficiently 
:or. to exl)laiil the cdreful rounding of iorms ancl fusion of' tints 
t ch  observable iu their w o ~ k s .  This \\-as efftcted, i t  al)pears, by 
the tlle ;lciditioll of' honey. The more obviooi;ly laborious pro- 

1 1 cess was alone that  rrliich was, n-it11 itrv escel~tions, kliown 
Ilod, or practised bS the earlier artists of Italy. After the miclclle 
first of tile fifteenth century the  exceptions are lcss rare, but  wax 

and other i l ~ ~ r z d i e n t s  besides liorley \\-ere prdbablg employecl ,
;dent at  this period. 


in The lines and dots of the tempera painters are generally 

of the same hoe, though lighter or darker t!ian the colour 

,Tvith which tiley cover. occasion all^, howerer, as  in  one of the 

is examples of Botticelli in the Sational Gallery, n7e see soiiie 

lD iac!ication of a principle, invalnab:e for the attainment of 

tF, ai 
purity and richness of eRect, carried to perfection by 3Ir. 
IF'. H u n t  and other water-coiour artists; viz., the placillg prae 

side by bide separate touches of ~~iibrolien, 
but diverse colonr, etUrY: 

Ie and leaving them fbr the e re  to biend and unite. Thr sj-stem 

othe! of slla~ling wit11 a "self-colour," as pink with crimson, and 

,yisin$ light blue or rellow with detxper tints of tile same colour, 

rarin: was afterwards shorvn in the Iionian schoo!s to be compatible 
with the moat elevated stglc of painting, thougi~  not of 

' then 
pplin: actnal inlitatio11. I n  the  verJ early ~ r o r k s  of' the Sienese 

jibilit! 
this systeii~ we find clicl not obtain: salmou-coloured lights 
are placed in the flesh over very dissin~ilar hues, not to spealr lncief 
of tile ghastly contrast they present with the green s1lado\vs 

'led " and pink cheelis of the fces.
~ish"[ 


place. THE VAESISH. 

of tb 


,d, witj SHORT inquiry into the nature of the variiijh used by the 
&mP+ra ~a i l l t e r s  a t  the end of the fourteenth c e ~ l t ~ ~ r y ,  acquires 
considerable interest for the  general reader from the cil.curn- 

B in stance that, as we shall see in treating oi. Oil Painting, it 
c d 
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xvas, tllere is little doubt, in search of a more eligil~le varnisl~, in 
tllat Tali Eycl; effected the grear improvenlent in the veiiicle d; 
of oil railltil~g \vhicll fi~rnlly every~rilere superseded teiiil~era. ea 

I t  is probabie that varnishes coiiiposed of resills dissolved ti] 
ill oil hare been ns2d in the ~ ~ i o a t  ii~nes. Be-011d all ai~cicr~t oi 
doubt the con~position of raraisli was I~IIOI~II toill Persia, India, 
alld China before the best period of painting in Greece ; slid l.e 
it is,tiien,not to be supposed t11at tlie Gree1i.s were unacqoai~ited a] 
wit11 this art. Yet sucli would have been the case, it' we girt rn 
credit to what may be inkrred ii.um a paragraph in Pli~ly, in i n  
.shich 11e tells us that the gre,~t pitinter Apelles was indebted t c  
for his unequalled colouring to the euipioynlent of a liquid el 
which he calls "atrau~ent~un," with ~vliich lie corered hi> pl 
pictures 11he11 theS r e re  finished, and \\-it11 w11ich 110 other tl 
painter n.as acquainted. Pliny obwrves, "There is in the ;.I 

pictures of hpelles a certain etGct that ca~inot be equ;~lled," 
and tl~a: " nllichtone was obtained hy meals of ulra~~zriiiu,,!, 11 

fluid he passed ore: his pict1nc.s 1~11en the painting was corn. 11 
pletelj- finislied." "This liquid," we are further told, " brongllt a1 
out all tlie brightness and fuh~ess of the colours, and a1.o pre 
vei~t td  tile dust or similar substances from iml~airiiig their q 
lustre. I t  was so transpsre~it that it \\*\-as not perccptiiile 111iti1 C 
yon were very near to it." One of its greatest ad\-antaga I-' 
vas,  that the brightest culours under its influei~ce,so lar fro13 " 
dazzliilg the sight, seenled as if viexed from a distance, 01 11 

through a. glassy niedium, ~rllich imperceptibly lowered thr 0 

tone of the most brilliai~t tints, rendering them more chast, li 

aiid agreeable to the e j e  Sir J. Reynolds thought he sa* t' 

ill this passage an authority for glazing.* At all events th " 
lrord atrn~izeizfuiizwould seem to iiilply that the transpard 
varuish was of a bro~vnish t int;  and Sir Charles Eastlake ha 
even suggested tliat, as the varnishes of the medievalpni~lte~ 

were all of a red or bran-n tinge, their dusky hue was pssiG 

traditionaily derived fro111 tlie best ages of Greece. It ~ h ~ u i  

be re~nembered, however, that the clearest rar~iish \~-11en set 


I 




sl1, in cousiderahle quan t i :~  appears dark in colour, We have a 
clr distinct niention of a varnish by hetius, a medical writer of as 
'ra. early as the end of the fifth centnq-. Froin tile eighth century 
ied till tile time of Val, Eycli the mention of oil varnishes (linseed- 
all oil from its more readily dr!-in:$ being geiierally lmferred 

%a, to nut-oil) occurs occasion;illg in 3ISS. ; saiidar;~~and mastic 
aid resin being the ingredients coiilmoi~ly hoileil in tlie oil, 
ited although oil alone, tliicliened to the consistence of a varnish, 
Sire x-as used in tlie t~velftl: century. SLIC~Irarni>llus co11tinni.d 
-,in in use in Italy till the Ral)liael era, w11en the 1tali;uls 11r~:in 
bted to einl~log rnrnisl~es pre11art.d Ivitll the far more ~;ipidlg drying 
quid esw~itial oils. Varcisli, ill addition to its other use, 11-as ein- 

lii? ployed b - the early Venetian and other decorators in :$ilding 
bther the back of glass, and lilietvise for painting on glass, as distin-
, tlit guisllrd from glass en am ell in;^. in ~v11ic11 the colours are fired in. 
led," But  the rem:lir~s to be determined-What was the 
:11ich ilatnre of the varnish ordinari!y enil~lo>-edby the t~i1111era 

~aintersabout the tiii~e of' r a i l  E-cl;, and spoken of by Cennini 

)ngl~t and others under tile faluiliar title of " Vernice 1iquid;c ?" 

' 1"" Tlie deriration of the word te~.icishrarn nlaterially on tile 

tilei! question. This word, 1-ariously ~nodified, is pioved by Sir 

u~iti, Charles Eastlake, 1vit11 niuc!i plii!ological rehearcl~, to have 

C O l P  

b 

been, in its prin~itire Sorin, "Bereiiice," the original Crecli I ~ R ~ T !  

from naine fvr amber. The possibility is even intiiliated that the 

Ice, 01 1ian:e Berenice, or Pherenice, borce b~ niore than one daughter 

.d th: of tlie Ptolemirs, !\-as the original word. Further-'< The 

cl~astr literal coillcidence of this ilame and its modifications x-ith 

le saj the rcriiice of the SIiddle Ages, might aln~oat warrant the 

~ t stb: supposition that alnl~er, ~vhich LJ- the best anciellt autllo- 

;pard rities ~vas  considered a mineral, lnay at  an early period have 

~ k ehr beell distinguished by the rIaine of a constellation, the con- 

inter stellation of Bere~iice's (golden) hair."-IIIafe~~ials, &., p. 230. 

lossib: 
r '111e original (?) anlber was, ho~verer, ronfounded with other 

, shoul materials, ~vllic11 gradually served either as substitutes or 
entirely superseded it. Aillong these were copal aiid sandarac en set 
rrsiu. The latter reseinhles amber less than copal; but i t  is 

nsparf prored, from aLuildsllt and conclnsire erilence, that,oii accoullt 
e on ( of its greater cheapness and easier solubility in oil, it was the 
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usual s u b s t i t ~ ~ t s  511(tor arnher; and tliat, when dissolved by heat 
in  linseed oil, i t  mas the "Vernice liquida," the customary ex1 

varnish for tempera pictures. Concrete turper~tine (or the ink 

resin in its dry state). previously prepared over a slow fire va: 

until it ceased to stvell, was sc~nietimes addecl to assist the thc 

liquefixction, first in Venice, ~ r h e r e  tlie material v;as easily sta 

procured (hence t l ~ e  name "Tenice turpentine"). and after- on' 

wards in Florence. All rarnirhes are aKtxcted by air sooner a 1 

or later, and this is less durable than alnber or co!>nl. In n~ i 

some old tempera pictures, tlie nliole s~~ri:nce, spaces, color 1~1rge 
m a r  be ob~ervcd freed from tlie original varnisll. \vliile it Pi 

rernaiiis in detached dark-brorn spots 011 others. Tliis crack- be 

itrp of the varnish selclorn affects the painting unclerneatll, a go 

pl.oot tl.at it was applied when the tempera was qriite dry. nlf 

The " Vernice liqiiida" was snlijrcted to long boiling, to ren- rii~ 

der it more disaclva~ita~e (a1drying; but tlie of this ri~otlz of 
preparatioli ~ s a s  cot  only that  the varnish became so t!licl; as PT 

actually to require to be spread with the Ii:ulcl, biit tliat by an 
blthis long boilirg it became at  tlle same tirile so dark as to  
aLl

materially affect tile tints over \viiich it was passed. 
" I t  is not irupossiblc," says Sir Charles Ektatlake, " tliat 

11: 

Si
the lighter style of colonring introdnced by Giotto iiiay have 
heen iritendecl by llim to co~uiternct the eff'ects of this varnish. P' 

bl
the appearance of \vhicli in the Greek pictures he co1il6 not P
Ski! to observe. Another peculiarity in the worbs of the m
~~aiir tersof tile time referred to, particulasly those of the A
Florentine ancl Sienese schools, is the greenish tone of their a;
colouring in the tlesh ; psodoced by tile ii10~1e in \rliicb thej 
oftell prepared tlieir \vovlis, viz.. by a gwen under-pairiting P' 

S I  
'i'iie appear;ince was ~ieiitsalized by the red sand;trac raniish. a1 
and pictures esecuteil in the manuer deacribecl n111at liar( 
looked better before it was removed." The medi;~val paintea 
were so accnstomecl to this red appearance in uar~iishes, tba: 
they even supp!ied the tint \\-hen it dill not csist. 

T H E  COLOEliS. 

Orn  l i n o ~ l e d ~ e  the colonrs nsed hv the painter respectin!: 

in  classical times is derived chiefly from a few passage> ~r 




ancient authors ; but sonle information has been drawn from 
exlleriment;j on tile colours in  the remains of ancient paint- 
ings, and on pigments* that  were found a t  Pompeii, and i n  
vases beneath the ruins of the p l a c e  of Titus at Rome. On 

the authority of a pnssagtx in  Pliny, i t  lias been freqnently 
stated that Apelles a i d  other celebrated Greel; painters used 
only four colours, viz., rhitr, yello\v, red, and ctt~trineiztum, 
a 1,lacl; (or bran-n); but it has been obierved that  it rnult be a 
mistake to su!~!)ose tli;,t they were acqoninted only with these 
colol~rs,or t1l:lt the!- never used an!- others. Indeed, unless 
Piinv be sl~pl~osed a distinction in this reepect to point out 
between tlie practice of the earlier and later the 

. . gosslplng connoisseur co~~trnilicts hin~se!t'; for in all he enu- 
merates no than fire diiGrent I\-hites, three yello~vs,l c ~  
riine reds or pnrples, two blues, t ~ v o  greens, and one black 
(atramentiun), which, nioreorer, appear. to bc a generic es-

pression that incindes bitumen, charcoal, ivory or lamp-h!acli, 
and probably a blue-blacli, which thinned would supply n 
blue t in t ;  and a longer list might be made out from ot!ler 
authors. 3Iost certainly, hovever, from the four colours 
nanied, innnmerable hues and tints might be composed; and 

tl1at Sir Humphrj- Davy says, very jnstly, in the acco~uit of his ex- 
lare peri~lients on the ancie~it colours : " I f  red nncl yello~v ochres, 
l i d ,  blacks and u-hites, were the colours most en?plo~ed by 

not Protogenes and Apelles, so they were lilte\vise the colours 
' the nlost enlployed by Raphael and Titian in their best style." 
' the And i t  xuust be remembered that f r o n ~  the superior import- 
their ance attached to design, great so1)erne.s~ in the use of colours 
the! prevailed for a long time ill antiqriity. "Even the Ionic 
,tin$ school," according to Xiiller, "~ v l ~ i c hloved florid colouring, 
xish, adhered to the  so-cal!cct four colonrs even clo~vn to the time 
llari 

ilittn 
,tlls * " Colours" and " pigments" are comrnonly confounded; but pig-

ment?, or, as they are popul;,rly termed. '. p:~ints? are tI1o.e substances 
possessin; colouring power in so eminent a degree tllat they are used 
on account of that property. P~gnierlts are, so to speak, material 
cu loun .  ''Colours" are generally understood to mean the pigments 
applieil to the pictore. The reader !%-illprri:,~pa tliink,!>-ith us, chat it 
is hardly necessary always to observe the cibtinction. 



of Apellee ; that is, four principal colouring mate ria!^, Ivhich, 
however, had not only natural varieties themselves, but also 
produced such by mising ; for the pure application of a few 
colours only belonged to the imperfect painting of the archi- 
tectural works of Egypt, the Etruscan hypogea, and the 
Grecian earthe~~ware. Along ni th  these leading colours, 
nrhich appeared stern and lrarsli to a later age, brighter and 
dearer colouriiig materials Irere gradually introduced."-
Aizcient AT^ a i ~ dits Reri2aiizs. 

The light tone of colouriiig so characteristic of no st of the 
worlcs of the later Cilristiaii painters in tenipera, has, we hare 
obscrred, beer1 referred to the allo~rance made fbr the darlp 
eniilg effect of the rari~ish. But there is another reason for 
the pale colouring of the period. Tlie pigments in use had 
little inteilsity of toile; the brorr-ns, for i!lstance, 11-ereby no 
means dark. Hence, with the imperfect n~onotonous sybtenl 
of shading already described, those 1)ainters had no i u e a ~ ~ s  of 
producing depth of egect. But it Irould appear that they 
sought to collipeusate for this by preherring the local colouis 
in their full strength aiid purity. Tlie delicacy 1vhic11 they 
seem in most instai~ces to hare aii~led at  in their flesh tints, 
may, however, have influeliced the treatment of the rest of 
the work. 



HE explanations given of tlie ancient v a s  paintillg are 
allnost iiiextrici~bly confused aiid contndictory. There 
appears to have beell three distinct methods, so entirely 

he 	 dissiiiii1;ir that we sh:ill best itvoid confusion by describing 
them, according to t l ~ e  best authorities, separately. Te 

1~ Of the art of using calours prepared with !\-as, and of fixing 

Eor pictnres so executed by the aid of fire, tlle apl~lication of tlie 

ad twm '. encaustic," ~vli icl~strictly nieans "burlling in," is 
scarcely sufficiently descriptive. Yet, in 11-liatever operations no 
\\.ax was subjected to the action of heat, t!ie process appe;trs 

1'111 

of to ha!-e been considered by the ancients a sl~ecies of encau;itic. 
Polislling \\.ails, for example, was denoiiiii~atc~dkausis, and

1e.T the rarnishers of statues TTere callrd encauslai. After the ul's 
later P a z u  paiilters, the prevalence of encaustic painting

ley among the Christian artists led to tlie gradual application of 
,ts, 

the tern1 to all kiiids of' pailiting ;and ere11 \\-hen it was super- 
of seded by mosaic, aiid the process itself scarcely survived, tlie 

term was still applied to other illodes of pilinting. I n  illu-
minating, for esalnple, the purple and rerniilion used for the 
iml~erial .;ignatures, and in caligraphy, receired the name of 
"encaustic." Later, the inore ordinary materials of writing 
\\.ere called by the med i~va l  writers " incaustum ;" and this 
has finally degenerated into the " iiichiostro " of the Italians, 
and the English " i~il;." 

According to Pliny* "there mere originally tmo modes of 
painting in encaustic, the one 1~ i tL  ~vxx, the other on irorJ-, 
by means of the cestruiiz, or graver, till sl~ips began to be 

TO Pliny alone, among the ancient writers, are we indebted for a 
conllected and critical Iiictory of the fine arts. 'l'l~ia is contained i n  
the  P-ith,3St11, and 36th books of liisS(~tlo.nl Bisfo ,y .  Panbanias re- 
lates uumerous facts and particulars respecting tile fine arts and the 
ancient artists, in his account of the statues, pictnrea, a i ~ d  temyles of 
Greece, but lie does ilot furubh any connected notices. 



p. l i~~ted.  This \vas tile third mode introclnced, and in t1:is the 
brush n7as usecl, the x r x  'Lcoloursj being clissolved by fire." 
-4,: the brnsh is only nientiorieil in the  last, i t  is eri.!e~~t that 
in  the two former n1o~1t.s a 111etel instrnment was employecl. 

I n  the  first mode, then, we find tha t  a heutecl metal instrn 
nlent called the rhc:btlio,~(which niiqllt hitre variecl in shape, 
as b r n ~ h c s  do no\v) or ce.st,~,cm(ibr the  terms are employed 
sometimes i~~disc r i~ i l in : i t e i~ )>  ~i:ed blend tlle tints. was to  
Tile valiourlY co1nutc.d was  pigiiientfivere Ijrcl~ared in cakes 
or  sticks, like cl~lonred cy<lj-ons in the  present c l a ~ .  The 
rIiaLc!ion was n..ei! miicil in t!ie ra!lle IT-;ty as Turner and 
ot!rer ~ ~ n i ~ i t c r x  tlextero~i<ly 1i;:ndled have the  ptllette-knife, 
d r a ~ r i n g  wit11 tlie 1:oii:t ant1 relulatitig tlie i~xpas to ,or bod? 
of colour, wit!> t!ie side of the instrnment. The process Xvas 
elaborate : l~ence i t  TT;a> O;I!J- suited for \\-orl;s of linlited di- 
mensions, and i ts  ~liificulty pro!~:tl:ly eontribnted to  $re the 
ernall encnustii. l ' ic t~~re. ;  executed in this of P ; i~~<i ' \ s ,  style, 

t!~i.ir proverbi~:l ritliie in r!:e eyes of rich Eo1:1an co:lectors. 


111 t!ie SP!.D:I~~ vi+
~netllucl, tile illeta1 point, ce.st,wi,~,* c,r 

c:i?lrii,,aa i t  11-as otliern-i>:. c:~i!etl, v a s  useii ;but  for t!:? ;~crpose 

of a c t ~ i n l l ~  uil i v o r 
enyraving by lliealls of encx~istic out1in:s 

and other substances. Sir Cllarles Eastlalre, tio\vever,-n-l~o* 

~lesuriptions of the difi'rrent ~ t ~ l ~ a  are
of encaustic painting 

the  best ~ v i t h  \vllic!i we art: ncq~~ui~lt 'd,-tl~i~llis 
tliat even in 
this  iilstnnce the x~-uril c:ic.c~:.tic need not be taken literallr, 
~ i n c eforlns burnt  cn ivory conld not have been very delicate 
woriis of art. It luny ~ i t i l e r  be s~ipposcd tlint the ontline~ 
were first drawn on \\-r.::ecl ivory, fbr tLr f'aciiity of correcting 
then1 w!len necessary : t11:lt they n-er? aftern-ilrcls engraved 
like a heal, iri a cort of intaglio i n  the substance ; and that 
tile fi~iishecl ancl sh:rdoc.ed design was fillrd in with one or 
inore coluurs ; being uItim:itel~ covered ~ v i t h  s \\-ax varnish 

* The ce.;trum a Kcv;;w) \\-as n pointccl grxrcr; hut if 
mnst llave beell forn~td like the stylus, flat at one enti and rli;trp at 
the otl~er; since d:+igfl.: ~ I IW:IS esecntcd wit11 tl:e point coui~l onlY 
have reiemble(1 the ,yjr,,-fiti(of the, Italians) on itor!- ; acll tllere cnnbe 
no (Iortht tlint tlie early \\-axpictures were nlucll more fini~!~cd.-I~:.~S~ 
L.:LE. .11<1;~;.i(d~,Sic. p. 1?9. 



bv the aid of heat. TTorlis so prodnced must have rrsembled 
the  niel l i ,  or on a small scale the syic~f l t i ,of tlie Italians." 

The  third style v a s  termed pe~zci l lunl  encau>tic, becuase 
brushes Tere substituted for the rnetal point. The  co!onrs 

11. TI-err kept in pots nlised with Tvas, and the was Tvas cli~solvecl 
I@, lirevious to painting, sn6ciently to  render the  pigments fit 
rd to  be applied with the brush, The \vas crayons or calces niay 
:A. also possibly have been used. But the chief cl~nracteristic 
e3 of this  tliircl method TTXS the  use of the cnztfc,,ilc,,l. This  
he instrument was a pan of live coals or some l;;r;c!i of charcoal 
lld heater. &'hen tile picture was in ot1lt.r res;)ects finished. the  
fe, cnnterinm TT-as held bethre i t  till "tlie colours frothed," an11 
(I\. thi.; rt=giilatecI fusion unitpd the \TI-,ole s u ~ f a r e . t  
'as This TTas the generalij- practisccl xras paintii!g of the  later 
li- P q a n s  arid early Chriati:mi;, ancl is the  chief authorization 
he of tile term enc;tnstic. This htj-le sor;ie~~l:at rc~enl1:ircl the  
.It, first. The artists painte(l on ~voc!cl (larch bein: 1:reSerreil for 

all pictnres) ; hut ultimntelj- zometimes on walls. Pausins, 
Xicia,, and other painter3 11-110 priictised the first !jrocess, 
generally adopted this lilten iie. It is clear that, as tlie brush 
was used in this nit~thod, the wax must ha re  been >oRe:?ed and 
dirsoived in sonic3 other )\-a!- than b -  heat, in orcler to  fit it 

are a3 a vehicle; for, merely nleltpcl by heat, alt'nol~gh n-it11 fric- 
in tion serviceable as a varnish, i t  wonld coo: much too rapidly 

lly, for the application of the coloius ~ v i t h  the brl~sll.  l l a t  it is 
*ate remarliable that. a l thondl  the ancient mode of Lleachinr. 

Ll 

ner !\-as 113s been frilly describecl by classic authors, no pas:lge 

ing has been tb11nd ~vh ich  cle:al?- describes tlie process of con-

.red rel.tiny i t  into a vehicle for painting. From this uncertainty, 

.hat in i~~~mera 'u le  havecontrorersies, theories, ancl esprrililerlta 

: or ansen. 
nish P l in - ,  v e  have seen, states tha t  the tliircl style of w a s  

* E WI-L I R E ,  .lfilti:.ini.c. kc. p. !30.  
t ITxyilon sa!-s tlint it wa.: t l~r r i  r111,bi.d \>-it11 w a s  cant1:e.;. and 

firlnl!!. xvitll n-liit? nn;,!<ins. ti:! tile polis11 7 7 x 3  esqi~i>ite. I l ir  prinripal 
an?Ilority for this 1%-nzprob .bly tlie pasqase in Titruriu.;. 1 \ i i .  c .  9. 
I:l,t her? tlir n-as c.:~i~l!cs. mt id , / i s  ~ J I I T ~ . S ,  are on:y cuni l i ,~t i i .~,~zv 
11, -,I,-,..:L-.C~Ia5 B ccrate, or nenrly cn!ourleaa varnish for po!is!~in.g valls .  ~,.>, 



painting was fir<; adopted for ahipr, and he adds that it was 
"proof against the sun's heat, the salt of tlie sea, and tlie 
xvillds." The c,~mmon rarllish for sliips was, there is reason 
to believe, not pitch, but war slid resin, dissolved probably 
by an essenti~d oil," although the word " zol~issa" is used 
indiff'erentlg for pitch and comparatirely light-coloured resin. 
This rarnisli, more carefully prepi:red in order to rrilder it 
as ale as possible, was, in all l)robaliilitg, tlie vehicle wed, 
as it has the qualities enmilerated LJ- Pliny. 

Esperiented chemical anal-sis has prored that the coloiln 
of a ~nuinil-.y cloth had been mised wit11 pme lras, and it is 
concluded that the was \\-as held in solutioil by a volatile oil, 
sucli as naphtha. We have seen, from the experiments of l'laf. 
Branclii (see p. 12), that in tile Jliddle Ages the mordai~t for 
gildii~g nas  was; and the cheu1i.t illclilies to tllii~li it war 
clissolr-cd ill XII essential oil, rather tlian a fixed drying oil. 
Tho saiiii Professor ascertained illat \\-as had been al>o used 
either ~vi th  or aver tlie colours as a van~ish, in the earl! 
Pisan and Florentine 7,ictures before the niiddle of t!~e four. 
terntll century, alid that from a resinous residuum it a a s  
proLablj- dissolred by spirits of turpentine : rvas mas lilie~visr 
used in colourinz statues, alid as a cement for mo.saics. Frolii 
a Sex passages in medintva! 31SS., it al~peara that \vas was . . - -

also sometil~les eillploged as a vehicle, and that its solution nas 

eKefict-ed by a lisiuiu>7z,that is to say, by sollle agency 11-liich 

xvill ~ l lom tlie was \vlien ground, or in some other way united 

with the pigment, to be iliised with xvster. Potass and liii~e 

are mentioned as thus used, and a similar mode is still prae 

tised by tlie morlks of Noullt Athos, ~vlio retain n ~ a ~ l y  
other 
Byzantine traditions. Alkaline reagents, which convert tlie 
pigments into a kind of soap, hare llnd n~any  modern a& 
rocates. No direct evide~lce in support of tlie ernplo~-~~~en! 
of a lisivium, or tlie solution of wax Ly maceration, illstead 
of its liquefactioll by fire, can, howerer, be adduced froro 

* The ancients. thongh ignorant of tlle modern mode of distillation, 

were acquainted not only \%-it11naphtha, but \\-it11 a method of obtaining

tile er:rnriai of turpeiltine. 


. 




anciei~t authors. All that  is distinctly mentioned is the 
solution of mas by means of heat in a fixed oil : \val!s and 
statues a t  least were certainly soil~etiilles varnisl~ed wit11 v a s  
dissolvec! in olive oil, and :~fterlr-ards polished by means of 
llcat aild friction, as alread) alluded to-the cloths re:uoI ing 
the sn,wrflnoi~s oil, as in t!~e 1301i~l~ing of ft~rnitllre at  tile 
l~resentda-. 

The was paintiny of antiquity \\.as valued for i ts  durability, 
re.=istance to moisture, and orclinary heat, and thc gloss of 

I l l s  \vl~ich it was susceptible. The !ast was a great recom~iienda- 
: IS tion to the ancient*, e~p~cia!ly when encaustic was emljltrged 
oil, not olil~- for painting or, panels, but  for mural deroration; 
rof. for the I\-alls of their sumptuous apartments were very 
for careiully stuccoed, a ~ i d  poli5hed lil;c mirrors. TTTlien painted 

war and varnished, tllerefore, 110 lodqment Tvas afl'oriled for dust, 
oil. and there \\-as the utmost facility f i ~ r  cleaning the snrface. 

l a d  Hence, upon the introduction of the larger style, was painting 
arll \!-as apl)lied to ceiling^, ;iiid, a t  a later period, even to the ~x-alls 
) U P  of batlis. It is triie that  te~npera pictures yvere varnished 
was and had consequentlj- a sliining surfidce, but not, l;erh;:ps, 
vise ~vlien tenipera \\--as emplo~cd  for wall paiiiting ; and certainly 
r01n we should ren t l~re  to  s a - tlie lime-painting, eitl~er when fresco 
was X-:IS employed alone-ii' ever it was so employed-or \vhe~l i t  
\vas n-as combined wit11 tempera, was not rendered sui~t~rficial l~ 
bich gloss-. A 11igller quality, a~tistically speal:ing, xvas that  the 
lited peizcilluii~ eizcccusfic was susceptible of illore dcpth and rich- 

linie ness, and therefore of lilore torce, brilliancy of colour, and 

)rat gradation. And of this we are asslured, that  the later en-
,t11er caustic pictures were esteemed as il1uc11 as the ~ o r l i s  of the  

the great artists esecutcd in the older n~r thod ,  no twi ths ta l~din~  

ad. that art was then declining. Yet encaustic nerer had entirely 

nen! favourable conditions for tile dere1ol)lnent aild appreciation of 

jtead i ts  resources. 

froro 



f'r: d V I S G  e s p l n i ~ ~ e ~ ltile principal tecliiiicnl processes oi 
1 

--I. ] painting ernp1~-ed by the arlcients, a ti.^ connettin: 
6') notices of ttre 1,ractice at  direrent periods, together with 
a ;S!a!ice at irikrior branches of the art-huch f'or illstance a 
vase paiilting-are nzci.s.ar- to conl1)lete a srneral view of the 
s ~ ~ \ ~ j e c t .  have LeruOf the origin of l,air~ting various t!:corie:: 
entertained. Prot: Gottt'ried Sernper and others seen1 to 
tliinli itoriginated i,l the ornamentation oi'n.ovrn hbric::; while 
Jliiilcr believes it arose ti.oiu the colouri~ig of statues and 
relief's ;a~iclwriters on ceramics follo\v tlie opinion of P;ihiteles 

by Pliny), t l ~ a tpottery was tlie parent of the art?. " I  
shall not ?laglie yon or niyaelf," says Haydorl, " ~ ~ i t ha uselrrs 
cliscnssion as to where the arts first had origin, \\.hetller in 
Inclia or Egypt, Italx or Greece, bribrc the Flood, or alter tilt 
u i r ~ bccoriling to  rliy principle, tlie very first of 1 
man born after the Creation, with such apeculiar and intenn 
sensibility to  receive impressions through tlie eye, on the 
brain, of the beauty of colour, light and shaclo\t*, and ibrm, 
so as to be i~rrsist ibly iml~elled in his earliest chilclhocd to 
attempt tile illlitation of what he saw and k i t  by lines and 
colours to convey his in~locent thought, and combinations, ill 
him originated PAISTIXG."-Lectzrres, vol. i. p. 6. 

1. THE EGTPTIASS. 

USDOTDTEDLYthe oldeat remains of painting are Egyptian; 
ancl tlie earliest, nan~t ly ,  those executed in the Pharaonic 
perioA, are by f i r  the best, tlie arts being constantly in a state 
of dcciine, from the earliest h o r n  examples, t l ~ r o o ~ hthr  
Ptoieniaic period to the Ronian. Three classes of paintill$ 
h u e  bwn cliscovered in Egypt : those on the malls, those on 
tile cases and cloths of mummies, and those on p a p p u s  
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tilese, the  paintings i n  the tombs :tncl teniples w e  first in 

Illerit alld interest. T11e Egyl,ti;nis were r e n l n r k a i ~ i  fblid of 
of patterlls on the walls and ceilillys of their houses 

;Inclton;ba, and on their l ~ a n ~ i ~ ~ ~ s ,:ilruit~ire, and ilrczres. 

vases. s i r  J. Gaidndr 1Ti;killaoli $a!-.;, '. scme or' the o l i l ~ ~ t  
ceilillc-Y sholv tha t  tile c h e n o n  (>o cc.n:llion in El;:-pti;ai 
basltets vi:ieh), toget!lixr n i~11  tile chcqne;.? as well as the 

o; scro!l ancl Kr~filochi., ascribecl too 11as:iiy lo  the cowpa~.a:irt.!~ 

ill? Iuoclern Grcelis, were udopteil in  Egypt 11iure than '1000 j-ears 

ith before our era. -111 i1:fi rite varirt!- 01' piirel:; co;rcc,2tioilc/l 
'levices 1i;icl been invented and \\-ere in co:~!nlon use cli1riilR: 

the 	 tile eigilteeiltil and niiiete2nth clj-~iasties, loirg bcl;~rc ;lie 
Trcjan wax., as  ?:ell t ls the lc~tui  and ot!i~r o r i ~ ~ u t i e ~ ; t s ~  directly 

tu imitated :i.o111 11at11r;ll oi>je~t*." 

liile Pai:lting irr Egypt  x a s  practi~rc! uliiler pccn!inl. conditio~ls. 

and Painters and scltiptors 1I-ei.e :orbidden I>>- a jca!otts priest1,ood 
to introduce :,i;)- charige or i~nioraticil rrliaterer ti;?i r ~ t ~  


' . I  ~"."~:ii~t.of t l l e i ~  respective arts, or i n  any I V ~ J -  to  at l i  to 

them. 'i'hus art reni:tii~ed st:.iio;iary i'ru111 gcner;itioii to  


iU yvneriltion. It \\-as inc!ee~l co~lsii,erc.d n nt.cxeq.;nl.y part of tlie 

systein tha t  paintin:. nncl scnlptnre siloi~!~l practised by
l;ut i ~ e  
iiliterufe peop!e, lest t l w j  slionlil attem1,t a ~ r y t h i n ~  coii:mmS 
t o  the t.stubi~>hcd order of' tliiiigs. The consecii~enci.~ n-ereenet 
th;:t ar t  preaervec! ~liilir>-, s o  to ~i)eiLii,illfnnti~ie~h:!r:ictel.ijti~~,++ 
Even  the  imitaiiun of nature II--~Snot carried in  l>::irltiilg 

orm, 
beyolrd an outliriecl cliag:.arn, a r l i t r~ : r i l -  cc,lcicrecl; n!ucll less 

to 
\\-as ax:. efijrt  rrade to  attiiirl an!- ircuatJ-, \ ~ - l ~ i ~ i ~  iclc.1 tile

and 
S, in 	 Gl.eclts >\-ere the  first to  conlprehend and enlbocly. " S o r  did 

tile Eg-ptians ~ulderstancl the beautJ a ~ i d  true prorince of 
bas-relief like tlie Greelts: i n  their battle scerles they at-

--	 -- -~ 

* " 	 in art  :ililie, sccm to consider i t  The child, anrl the u~linstru<:te~l 

tinn; of the greatest importance to onlit notliit;: n-llicli tiiey are able to see. 

. Conti~llilt?of fornl apprars to tlreln a ~ ~ o i n r  A bout-
aonlf dar!J 1111~ studiously even and 

of first necerriry. 
of
ulrbroliel~ [tlxe cll!t.f c h : i r ~ c t e r i ~ t , ~  


Egyptian painting] of an oljject so -ituate~i a>  to adbril tlre fu1le:t rierv, 


, is deelllrd tlie Lest and mo?t natlwa! espy?-...on 0 f . i ~ .  hi^ impre5.ion

is but col~furrnable to the firlt 11o:ionn entt.r:ailie~l concer~li~lg tlie aII-


till$ 	 l~tarallce of objecta, sue11 norions beiug rnt.rtl>- refir;,hlr to tlie mohr 
je on filllliiiilr alrd hiibiinal as :oc ia t ions ." -E.~~~~~>( ;on 

Pai?~ti,ig. 
tile I ' h i i ~ a o ~ i I ~ ~0,' 


roU9, 



tempted to make a picture ; aud in order to obviate the con tra 
fusion resultiug from J. uulnber of sculptured figures oue are 
behind tlie other, thcy 1)laccd them in all parts of the same SCU 

fieiil, regardless of t11e sliy or of perspective, providing only out 
against everything ~vllich miglit interfere with the hero of scr 
the subject-the liing; n-110 depended on colossal size, instead fro 
of art, for his importa~~ce."-Sii. J. Gni,rl,~ei.SF7i ' j ' l t i~~soiz .  1110 

Everything b e i ~ ~ g  inEgyptiac 110prescribed a~ldpredeter~uined 
a ~ t ,TX-eshall not l ~ e  s~rrprised tolenrl~ that there mas a regular sta 
s,vstem of conrentional proportions, and that prcrions to leg 
coi:lmencing a painting the walls \\.ere squared out xtith pai 
lines. Accordi~~gly, " l~! inwe find that the ditisions prescril~ed 
the canons or rl:.les then in use are very co~nmonly foui~d on wit 
unfii~ished \vorl:a, aud are sometimes to be detectedunder the res 
paint in fiiiislieJ paintings aud statues. lire liliextiw possess the 
in the B1,itisll 1\Iusenm an ancieilt tablet, oil wliich is pre he 
served an outline, exhibiting tlie cacon of the proportions of T ~ I  
the l ~ u n ~ a n  Iframe, in use anloug tlie painters and sculptoa 
of that countrj in the age of Arnunopth III., about 12i0 so1 
years before our era."* 11I 

The method of es~cnt ing  a d l  painting has been thus tin 

described by Xr.  Owen Jones : "The \T-all \Tas first chiselled fig 

as sillooth as possil~le. the imperfections of tlre stone xerr pai 

filled up \vith cemeilt or plaster, aud the ~vliole was rubbed trr 

smooth and corered wit11 a colollred n-ash ; lines were then grc 

ruled perpendicularly and horizo~ltally with red colonr, fo~m cot 

ing squ:tres all over the \\-all, corresponding with the propor ad1 

tions of the figlires to be drawn upoil it. The subjects o! U11 

the paintiug and of the Iiierog!yphics were then drarvn on thi obj 

\tall with a ie i l  line, most probnblg b~ the priest or chit till 

scrihe, or by some inferior artist, fro111 a document divided C"1 

iuto similar Fquares ;then came the chief artist, ~vho r e n t  ore; Pa 
chtevery figme a i d  hieroglj-phic \\-it11 a black 7i11e, aud a fin 
ox1

and steady hand, giving eslire~sion to each c u r r c d e r i a t i ~ f  
thc

here anil confirliiing there the fornler red line. Tile line t b l ~  
Er 
Tel 

* Tile Propr t i o~~sof  the Humnia Filjztre. An interesting little bfl wl  
chure. by Mr. Uonomi. 



011. traced was then follo\ved by the sculptor. I n  this stage there 
011e are illstances of a foot or head liarilig been con~~le te ly  
nne sculptured [incised], ~vhilst the rest of the figure rerii;~ins in 
)nls outline. The nest process XTas to l~aint  tlie figure in the pre- 
3 of scribed colours ; and in sonie cases tlie pa i~~ted line deriates 
tead from the sculptured liue, sho~\-ing that the pailiter Jvas the 
1. illore iiilportant \\-orI;il~an, and that ere11 i:i tliis last process 
~tiac no possible improvc.meiit wax omitted. Tliere are other in- 
.nlaI stanres here a considerable derijtioli from the position of a 
s to leg or arlil has bee11 111ade after the Icuipti~re was fiiiisheJ and 
with painted : tlie part Tvas recarved, a d  the deikctire portion filled 
d b: in n.it11 plaater ; \\-ilich, haring silice i i l lel~ out, fun~is l~es  us 
a on %\-it11tliis curioris eridellce of their l~racticc." Exactly cor- 
r the res~onding vith this is the dew iption given by Belzoni of 
csesr tlie executing and painting of the Egyl~riau bassi-relieri \I-llich 
13'e he found in the Bibau el Xolonl<, or Toii~Ls of the Kings, at 

11s of T11eht.s. 

pior, The colours Tvere mised wit11 dissolrrd glne, and appa~cn t l~ ,  

1 2 3  solcetilnes, erell\t-ith was : there is an esample in tile British 
31useum of thc colours bring mile; \Tit11 IT:IX (mistalicll some- 

thu times for an oil-painting), in a sluall fu~ieral group of t n o  

selleQ figures. Tile ordiiiarS coloiirs see11 upon the scu1pture.i aud 
paiiltiligsare red, ~ellorv, green, and Ll~ie, of 1~11icli there are xeTP 

uhbeh t ~ - otints; black also \\-as u>ed, but ior n-hite, tlie \\-llite 

:the: ground, xvhich \\-as prepared as fine as letter paper, va s  of 

fo'm course su9icient. These coloura are sol~~etimes11iodific.d by 
admixture xith clialli, but tlie- are alrvaj-s applied singly and rope" 
uliiilixed together. Difi'erent colours \yere reserved for diEerent x ts  0: 
objects. Xen and ~volilen \\-ere 1)aintt.d rrd-the inen of a darker on thr 

r chit! tilit than thewomen. Black nlen al~-ofrec~uelitlyoccur,al~dsome 

,irided captives, of, i>robablJ-, a race ~v\-itlilighter coniplesions, are 

it or6 paiilted yellow, 15-it11 black beards. hccordiag to the best 
clieillical anall-sea of Eg~pt ian  colours, tlie blues appear to be 

a filll 
oxides of copper ~ ~ 5 t h  s small intein~isture of iron : none of riatius 

ie tho: the111 contain cobalt. Belzoi~i, therefore, ~vlio supposed the 
E~~- l ' t i anblues to be indigo, apljears to be in error. The 

are red oxide of iron iilixed with liii~e. The ycllozcs,
tle bn' which are someti~lles of a pure bright sulpliiu. colour, appea  

D 
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to be generally regefable colours ; the greens are a misture cl 
of this vegetable yeilow with copper bioe; the vegetable, it P1
has been suggested, might be the heizi~kplant, \vliich is still si 
used in tlie East for such purposes. Tlie binish-green ~vhith (;
sometirries appears on Eg?ptian antiquities is a faded blue. $-; 

The blncks might be from wine-lees, burnt pitch, charcoal, or bl 
soot. Painters and sculptors held in Egypt a rank similarto 
that of architects ancl professional scribes-inclee~l, painting, ir 
sculpture, and architectnre vere so intimately united that i t i  sl 
almost impossihle to separate t h e m  "The same kind of wooden e: 

or inkstanil, mas used by the linlner in drawing out. o 
lines, as by the scribe in writing upon a papyrus ; and the g
same kind of rezcl pen mas employed for both purposes. The tc 
inlistanil contained two colours, black and red, the latter being w 
used at  tlle beginning of a snbject, and fbr the iiirision ai g
certain sentencs-sho\~irlg this cn>tom to hare been as old tc 
as that of holding the per1 behind the ear, often portrayed in . rl 
the paintir~gs of the tombs. Some palettes contained riiorr 
than tir-o colours-blacli, red, blue. green, ancl white. The? g 
were of the same long shape as the or2,inary inlistand, vitE o 
tlle usual case in tlie centre for holding the pens, and some 01 

~r-ereof square or oblong form, made of ~\-ood or stoile, ~vith a li 

larger c a v i t ~  fur each coionr. Slabs ancl pestles [mnllersj for t l  
grinding colours are also conlrnoilly found in the tombs of ir 
Tliebes, as well as lumps of ochre, green, blne, and other m 
colours. The sacred scribes Rere of the priestly orcler, but c( 
the royal scribes might be either priests or military men, and tl 
tiley were generally soils of the king, or of the chief mend fi 
the conrt. The public scril~es were also men of great tms! C( 

and consequence, to whom the settlement of public and pri Ir 

ra te  ac:couiits rvns committed, and they assisted or performed 01 

the oilice of magistrates, in condemniiig defaulters to punish. "' 
merit."-Sir J. Gai.cl/ze,* Zt-ilki,isoil. For  further infor g! 
mation on this interesting subject, see this author's great hi 
work on Cz~~tontsThe  P r i d e  L$e, Jf([iznri.s,and Of tjil 
d12cieizt Egyptians. &-

8The Egyptians, besides painting the bas-reliefs, pintea tk 
Ialso detached statues : the group of the man, woman, @ tc 



9 

Ire chilcl, of sadstone, i n  the British Jlnaeum (So. 31), has been 
it painted. They also painted obelislcs, sarcophagi, and other 

till sillliiar objects. There is a painted sarcophagus in the JIusenm 
ich (So. 39), v;hich has been varnished. Some of the Egyptian 
ue. varllishes mere made of glue, otllers appear to be resinous. A 
, or bright on painted mood, on analysation, dissolrecl mith 
r to a yellom colour, and, by mising I\-zter 15-ith it, Tvas precipitatecl 
ng, in masses, wllence i t  may be inferred to hare been a resinous . .
it la clissolved, probably, in oil of turpentine. Another 
den experinlent mas made on a varnish wliich was thickly spread 
1ut. over some colours on a sarcophag~is, I\-liich prored i t  to be 
the glue. a thready When dissolred in Ti7arm water, i t  sl~o\~-ecl 
The texture, and dried into a hornr translucent sliin ; the solution 
:mg va s  immediately decomposed by alcohol a112 an infusion of 
n of gal!s. From the r e v  thread1 nature of the glue. it appears 
\ old to hare been made from very hard hides, such as tlicae of the 
d in rhinoceros or hippopotamus. 
llOfB A fern words may be considered not out of place on t l ~ e  hiero-
The? glyphs (litera!ly ''sacred sculptares "1, the "picture-~~ri t ing" 
mitE of the Egyptians. The hieroglyphs !\-ere generally colonred 
jomt or1 the great moni~ments TT-lien con~plete ; ancl three principal 
ith r liitlds have been remarked by 31. Cliampollion :-1. Sculp-
jf01 tured, but not painted. 2. Sculptured and paintecl. 3. D r a ~ m  
bs of in  outline mith a pencil and then pclintecl. Sesides which, they 

)the1 may be classed as-4. PolyclZ~.r/me,or paintrcL TI-it11 rarious 

,but 	 colouru. 5. 2foizoch1.o1ne,or having only one tint throughout 

the inscription. As it is probable that all 15-ere painted, the 

first class can only apply to certain inscriptions of nhich the 
en 01 

trns: colonrs have disappeared. The second mas that in use for 


I pn monuments of the highest importance, On these, bx means 

,rmei of simple primitirecolours and flat tints, the Eg~p t i ans  endea- 


inish. 	 voured to  inlitate conventionally the objects ~ r l ~ i c h  the hiero- 


infor glyphs represented: thns the hearen was coloured blue, the 


great hills red, the moon yellow; men ~ r i t h  red flesh and ml~ite gar-


f tit ments, the folds of which are sometimes traced ill red, 

k c .  Some idea may be formed in the Egyptian Court of 

the Crystal Palace of the beactiful appearaixe n-hich the 

tombs presented, and the gay and nrtistic efitct produced by 
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lines of these pure hieroglypl~s, appropriately coloured nith. thsinlple colour to imitate t l ~ e  objects tlieg represent. Alpha, 
th'betic mritil~g coinpared to it is as mean and tasteless as thg 
bu 

" Franlr" dress co~npnred with tile Oriental costume. It I 1'11 
evident, howercr, that so elaborate a systeln of ~vriting mas of
not calcnIated for monnments, tuliess tiley \yere of the greater! 

Sll 
irllportance. Cocseqnelltly, for the books or roils of papp ot! 
ancl other ol~jecta, such as sarcophagi ancl tablets, another 

I'eliind of hieroglypl~s, to tt-hich tlls term l i j~e( t rhas been ap llu 

Irere used. Tlieae twre en7mrecl r i t h  a pvinted tvl~ 


.sllen cut, ancl trncrcl \\- it!^ the reecl \\-11e11 writtt.11 it1 blacli or d;!

red ink; and either by tracing the outline of the object, o: ,, 


ancl subclivisions of style, accorclii~g as they approac!i to, c. ,,., 
recede from, in their finish, the pure hierogl~phs. Tbeyfux 
a very large class and portion of the writing, They ar. us 
generally black, but the leii.cii:~g worils of' tile cllap~ersa,. ,, 
clireetion pages are written in red li!ie tlic rubrics of pragep lla 
books ; and soilietiines tlie ~ ~ o r ! i  ais acconlpanied tllroughor 
by vignettes, one to each cllnptcr, i'laborately pairlted B x! 
tlxose of missals." an 

Yet, with uncleniable ~neellariicnl merit, scarcely a sing:, pr 
principle of art is illust~.atcd in ally Icincl of Egyptian pain( a 
i n s  yet ~liscoverccl, if we except perhaps one or two of tt! m 
sn1i;ll cedar portrz~its ~v\-hich liave been found in mumq is 
cases, ancl in 5vllich we sce, in addition to the outline, th. ta 

tn 
2.  TIIE ASSTEIQSS. el: 

~ I R .  tells us that traccs of colour and dlLAYLED Rer 

foinlcl up011 nearly all the h:is-reliefs &scorered at Kinevet 

* For  further information on the various kinds of writing, as k P 
i ~ i f~ ( l f i c ,orsacerc!ota~ ILlallntr; tlit! d, l,lotic, orenc?~o~.in!;thepopulsr., G 
c;iis:olarv, sce Jlr. Satnu..-1 Birch's Iut,.odzrction to the Stl,rly c$1'' 
Eggptiarh Hie~~ql(/pl is .  Pz 

,, 




;ith thus showing that the Assyrians, like otlier nations, painted 
ha.  their sculptnres and the architectural ornaments of tlleir 
the builclings. The art displayed in the scn!pt~~rce, although 
t i  rnde and pimitive, \ras clistingoished by considerable truth 
ma3 of outline and elegance of detail, and Tras in some re~pects 
1teit sliperior to the Egyptian. I t  liaa noTs talienits place anlonqst 
P>': ot!ier styles of ancient art, ancl is 2uiily rerogniaecl by its 
,the: characteristics, especially in the treatment of the 

a P 11m11an form, marlted by the strong develoy~nent of the limbs 
ta~ and muscles; in the nature of its ornamentation freqltently 
k O! distinguished by considerable grace and beaut!-: a1111 in the 
!t, c: conrentional mode of portraying ~latnral ol,jcct;, such as 

Tll, n~om~tains,  Tile colonrs enlploj-ed, as far astree?. rivers, k c .  
sioc: they ha\,? 5 cr been anal!-sed, \!-ere nlincral pigments. There 
to, T are, ho.;,.ever, gronnc1.s for hc l i~r ing  that ~ e g e t a h l ~  colours 
i i r  were not unl;no~rn to the Assyrians, bnt were eztensirelp 

y a: used in decorating the walls of thi-ir palaces: still, beins 
j 9J. su11,ject to more rapid decal than the n~ineral pigment.;, they 
rapep liare disappeared. The colours discorerecl in the rnins were 
gho: a blne of great brilliancy, derived from copper ; red, -eilom, 
1 !.i!o rrhite, black, and green. Tl~ese colo!:rs, wit11 sereral shades 

and tintst nlay bt: wen on bricks bronght from the ruins, and 
s~ng preserved in the British JTnscam. The clarli black oiltline is 
paid a distingnishing feature of Assyrian art. As on Egyptian 
oi tt mon~unents, colourq m r e  probably used conrentionaily-that 
urn8 is to say, the same coloi~rs \rere al\\-ags en~plo-jed !hr a ccr- 
le, tb tain class of objects. From the dran-ingx made frcm p in t ed  
,vpti~ ~1x11s at Khoraabad, recently sent to Paris, i t  n-ould appear, 
ilge ho~rever, that human flesh was closely imitateil in colour. 

The Assyrians seem also to have been fond of using only 
two colonrs, such, for instance: as yello~v and blue, in very 
elaborate decorations, combining them so as sliilfully to pro- 
duce a very pleasing effect. 

3. THE GGEEliS. 

PAISTISGis said to hare passed through sereral stages in 
Greece, commencing with simple sh.itrrji.~:i~hj,cr sh-do\v-
painting; by which is meant giving the exterior ontline, or 
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shape of the shadow of an object, without any internlediak 
lines. According to the well-known pretty fable, the origin 
of is attributed to an effort in skiagraphy-~iz., 
that of the Greek ~llaiden to trace the outline of the shadoa 
of her departing lover on the The ~izoizographicaty!~ 
consisted also of lines, but the inner lines or markings verc 
given as well as the exterior outline. I n  ~no~iochi.oi?iatic 
compositions, as is intimated by the derivation of the ~~ord ,  
one colour only was used (the black designs on the rases 
were probably paintings) ;while iconsidered l~~onochrome 
polychi*o,~iyseveral colours are, of course, employed. fin all^! 
zogmaphy appears to hare been the full art of painting to  th 
life, and applyiilg colours duly subordinated to the l a w  o: 
light and shade. 

Painting --as later than sculpture in becoming an indepe~ 
dent art in Greece, partly because the Grecian worship stood 
in little need of it. For a long time, therefore, all painting! 
consisted in colouriug statues and relids of wood and cia: 
Homer speaks only of red-proved and purple-pro~red ships 
he al!udes, however, to elegant and elaborate enlbroider~ a: 
son~ethingnot uncomnlon, and '' this is painting in principle 
though not actually in practice; i t  is textile painting, 01 

p~ in t ing  with t!le needle, and this is what it is termed. bYth 
Romans; such expressions are used by Cicero, by Pir$ 
and by Horace."* But of painting itself there is little tc 

he said before about 500 B.C. Ariatotle n~entions a very re. 
markable piece of embroidery, which %as made for Blcisthen~* 
one of the luxurious natives of Sybaris. A description 01 

this shawl, which was the wonder of the Heliots, d 
be found in Grote's H i s t o y  of  Greece. By the Greet 
artistic traditions, the first ad ra~~ces  in painting are ahcribtb 

to  the Corinthians and Sicyonians, who are mentioned d t 6  

out much credibility, however, as the inventors of outlint 

drawing and monochrolue painting. At Corinth, "the ci! 

of potters," painting was certainly very early uniteit wt! 

the fabricatio~l of vases ;and the connesion of this citr Bd 


* Wo~xux$Epochs of Painting. 



iate Tariiuinii hare been the means of conreying the alltique 

igin stSle of vase to Etruria, for tile Etruscans probably 

viz., barro15-ed their art from the Greeks. The mam~facture of 

dor raysTITas from an early l~eiiod divided into ttvo maill branches: 
tile light pello\\. vases .ivithout gloss, of broader and illore de- jt$t 
pressed forms, with red, b r o ~ n ,  and violet figures, m*hich, nert 
for the most part, represent ailiinal shapes of au a?abequelnfic 

;ord, character; the dark yellow vases, xvl~icli were better var- 

:ases nished and of s illore tasteful form, wit11 blacli figures, chiefly 

e in of a mFtllological nature. Both were fabricated in Greece 

iall~. and ItnlJ. Tile archaic, or oldest ~ a i n t e d  rases, furnish, by 

o thr tlle rudelless aud clumsiness of tlleir figures, the lllost dis- 
tinct idea of the stages through ~ ~ l i i e h  the art of design must rs 0: 
hare pnssed before i t  could arrive at an established and regular 
national style. See Biisc7~'sAizcieizt P o f t e ~ ~ l ,  18.58. 

epen 
From about 600 B.C. to 400 E.C. n:a~ be dated the period stooC 

itingr 	 of derelopmcnt 111 painting. The esseitficrl qualities of for111 
and sspressinn were exhibited ill historical painting, co:~sti- cia:. 

hips. tuting v.!lat has siuce been called High Art. Cinlon of Cleone, 

"1" mh~:by sonle is believed to hare lived near11 a century befurr: 
Pol,~gnot~ls, firit artist of importance. Hei c  t!le Grwk

iciple made great progress in the perspective treatmeilt of sulic.cts. 
15, 07 
br thi 	

H e  is recorded as the inrentor of fo~eshoi.teizi~zg,"or the 
first to make oblique or incliiled viers of the figure, ~ ~ h i c h  
the Grrelcs, according to P l i n ~ ,  ternled Ccrtrrg~apha. H e  is 

tle t; said also to hare been the first to mark the articulations, in- 
,qIt. dicate the n~uscles and veins, and give natural folds to drapery. 
hener Vav-painting, \\-hie11 l ~ a d  bee11 introdnced illto Italy alld 
ion 0. Sicily from its two metropolises Corintli and Athens, remaiaed 
, nil more restricted in ite resources ; so that the ~vorks, especially 
Grek 
;crib; 

\rith, * Fo?'cshorteni~~gis the apparent diminution of the length of an  
olrject ill proportion ae the directiol~ of its lellgtll is brougllt to coincide 

~utlini nit11 the dircctio:~ of the visual rays. Hitherto,in the llistory of art, 
le cit! Ke have llad :~oforesl~ortening, but only the profile riem cf objects, 

placed, as i t  were. flat on the \\-all. Foreshortening XTas therefore a bold 
,~ t :  inrention. Correct foreslrorteningis one of the greateqt difficulties ili art, 

y "id 	 and peculiar to psiuting, for the scnlptor doeskot require a knorrledge 
of its llrillciples, exccptiilg in taa-relief. Blicliael angel0 perhaps 
the greatest mastcr of foreshortening. 



of the Chalciclian Greelis in Lort-er Italy (Nagna Greeia), 
took Attic models as their ground-mork, both in subjects and 
forms. Blacl; figures on reddish-yellow clay were nom the 
prevailing characteristic< ; but all the peculiarities of the old. 
stJ-le nere retainecl. Thus me find the chief muscles and 
joints esce?sirely pronlinent, the draper!- stiH1y adhering or 
regularly folcled, the l~ostnres constrained and abrupt. But 
owing to the facility of erercisiiig this art, tliere was a great 
rariety of styles or manners, peculiar to particular places ai 
~nannfactme, often x i t h  an irlteritional striring at the bizarre, 
or caricature. The origin of Sce;ingrnp7,y or perspectire 
scene-painting, is nacribed by Xristotle to a painter of this 
period named Sopliocles, after 11-11om it figured as a sepayatc 
art. 

From 460 B.C. to 3GO n.c., that is to say, from Pericles 
down to Blcxanclcr, painting reacheil in three great stages 2 

degree of perfection \rliicb iilacle it, at least in the opinion a! 
the ancients-and sarely they ere qualified judges-r 

rival of the plastic art (qcnlpture) ; even in the agf 
when Pliidias prodnced those nlarrellons n-orks, the rzri 
dilapidated fraginents of which, in the Elgin marbles of thc 
Br i~tsh  and ad,"'. I\loseum, so rnucb excite our asto:rihhment 

miration. Ancient p a i n t ~ n ~  
appeals, however, to 11a~-? lo-; 
remained more closely allied to sculptlire than the modern ' 

Fornls preclominated over the effects of light ; the desig 
mas sharp ant1 distinct; iiliferent fiqurea \yere separated i 
order cot to  conft~se their outlines ; the light was nniformi! 
distributed, clear iilnminatior bein: preserved thronghor~t: 
ancl riolel~t foreshortcnirigs w r e  aroicled, not~vithstandine 
consi~lerable knowledge of linear perspective." 

Pol-gnotus mas the first great painter of renomn. Accn 
rate drawing a ~ i d  a noble rind ilisti~ict nlalmer of cliaracterizin~ 
the most different mythological forms was his great merit: 
his females also mere gracefill and attractive, and he was an 

* See J I i :~r .~s ' s  n 7 ~ 7  A superior trans~atd .l,zciJ~it.trt its 1tei7inin.i. 

edition, ~ i t h  nu:i~ero~ls adtliiions by TVelcker, of this ,>r
very suwc~esti* 
work, wilicll me llave n~Io1;tedas one of tile authorities for this p d  
of our subject, has bwii published by Bohn. 



a). excellent colol~rist. is ~vorGswere arranged according t o  
nd aynlmetrical and architectnral principles. EIe decorated 
:he sorLle of the  principal temples of Delphi ancl tlie htheuian 
311 dcropo!is. His  most innportant perf~orrnar~ces were those ill 
.nd tli: L ~ i r h c ,a pubiic hidl or portico (~;uc!i as are ca!lecl logyie 
01 bS tlie Italimis) near the telnple of Apollo a t  Delphi. '' ' -1s 

lut l iomer, '  saps De Paum, '\\-as tlie founder of epic poetry, 
eat so !\-as Polygnotus the founc!cr of hi3toric Fl'oiil 

a: Poi-gnotns may be cl ited the conlmenceni~ut of sol~jectire 
rre, style in p i n t i n g ;  that  is, its sniijective treatinent. S~~t jec~t ic.e 
irc is ilcre used in contradi~tiriction to O7ijrr:ize : a \vorl< of Art 
his rnav bc saicl to be subjrcti1-ely tre~iteci \\-hcii i t  is cl~arnctcrizeil 
3t? inorcJ by tlie peculiar ,ritlle;ic* or idic~syncratic clerelopinrrit 

of tlie artist hinfiaelf, tliari by tlie ordinary condition of the 
cler object or objects treated."? L)iony>i:~.;, lIicui7, P a n ~ n u . ,  aiid 
id  l ot l~crs  are meniioned, to::ihrr wit11 PolYgniotns, as cliatin-
1 a! gui21ieil painitt.rs of the i;.:nPlc's ancl porticoes. Prize contests 
-8 in pf i i~l t i i~g were now inatiturecl in Greece. 

agf hl)ollor!orus of Athens \\-ah the k.3 ;  great master of liyht 

'21'1 and iliade, and of their effects on c o l o ~ ~ r .  iiccordinglj- 1'111-

thu tiircll attributes to him the invention of tone. I-Te reccircd 

ad. tlic *l~i.iiar~le and eFectireiiess
uf the SiricriuiL.t,., fin1.i the S ~ . C I I  
02: of liis chiaroscuro. EIe has been terrilri~ tlie Greelc E:cnlbranilit. 

ern, As a t  no\\. became establislied: it grad~ially ausnii~ecl a clia-

jig ractrr lnore ilramatic anil less >culpturcrlne. 

i ic JT:tli Zensis (born not 1atc.r tlian -130 B.c.) begxn the seconcl 

m!! phase uf Greek painting. t!ie l ~ e c ~ ~ l i a r  For  t l ~ o ~ i g l l  escellP~rcc 
lot: of Zeusis was a gmnd st!-le of' Sonil, iie mlitrd ~ v k h  it a l:iX1ler 
lin! exedlitiun, and arrived a t  ill~:sioni of tlie senses all(l 

c i l ~ ~ l l l .  H e  was also eqnailj- distingui,shed for rei,l,e-c.ll-
C W '  tation of fi:n~ale bealtty ; for his mo.t ce!~bratrclrrorl;n.,-,s 
zin~ " Ih lenn"  a t  Crotona, said to hav? been from tile 
,rit 
3 a t  * S~t l :e t i cs  is 3. term derireii from the  Greek, denotin"fi'e1ing. 

Sentir-.r.llt. inlagination. Tilp term. like some others u>e11in a r t ,  FF-:I~ 
0rigiti::iiy ~~Ioptec lbq- the Germans. liut is nolv regularly incorl~oratc? 
inlo ui!? on-11 voeablllary of art. Ey it i~ ge~lerally ~ n t l e r ~ t o o d  .. the 
science of the beautiful." 

t wonsun's E ~ O C ~ S ,&c. p. 51. 



selected charn~a of fire beautiful girls of that place. But he 
is allo~ved to hare been surpassed by Parrhasius of El2hesus. 

Parrhasius gare great beauty to his contours (outline;.), and 
escelled in the drawing of esiremities-a serere test oi 
d ra~~htsmanship .  He is said also to hare conlbined in some 
of hip ~r:orl;s thc effect of Al~ollodoras, the design of Zeuxis. 
aild the inrelition and expression of Pol!-gnotus. There are 
several stories of illrisire pictures bj- the last two painters- 
as that of the "Grapes," ~rhich deceired birds, by Zeusi. ; the 
picture reprexentiag a liizeiz cz~i*t tr i i~ ,\\--hicli Parrhasius brought 
forn-ard in his contest 15-it11 Zeusis, and which Zeu:tis liiillseli 
mistool; for a real curtain ; and the tradition bearing on this! 
that Zeusii laughed hiinself to death over tlie portrait of anold 
rroman painted by himself. Time stories, taken alone, mighi 
conrey the impression that Inere illnaion in painting 178 

estimated 'Jy the Greeks beyond its true value. But so fa 
from this being the case, in the highl--extolled grand s t ~ l e  of 
Polygnotus i t  could not, :,ossibly exist; and there is scareel! 
a passage out of Pliny-and he ITas certainl~ one of the least 
critical of ancient writers-in ~rhicli the qu:ilities XI-liich llro. 
dnce illusion are eulogized. Tlrat illusire effects were pro-
duced prores, lio~vever, that the e x e c u t i o n  
the technical parts of the art, were bronglit to great l~erfection, 
The story told by Seneca of Parrhasiiis crucifying an old  
Oiynthian captive, in order to paint mdre truly tlie agony of 
Pro:iletheus chained, in a picture of that subject, is Iiighll 
iinprobab!e, and is in all lilieli!~ood as utterly rrithout founds 
tioii as are the similar stories told of Giotto and llichae: 
Angelo. Tile numerous pictures by Parrhasius of gods and 
he~oes (as liis Theseus) attained a cancnic consideration in ad. 
I l e  was, however, defeated in a 1,riz.e coinpetition at  SanG 
by Timanthes of Cythnos. 

This ingenious painter Timanthcs, at ailother victorious corn 
~e t i t ion  (\\-it11 Colotes of Teos), produced a picture containin,! 
a device n.11ich n.as greatly adn~ired b -  the ancients, but b* 
been the occasion of illore criticism than perhaps any other 
pictorial incident. The subject of the picture mas the " sacri. 



he Agnmemnon concealing his face in his mantle, in order, it is 
.US. prewllled, to convey the expression of an intensity of grief at  
ind TTllicll art ~ l l l y  dared to hint. I t  has been remarlied, lio\r- 

of ever, bg-F11seli, that the no doubt gave tile nloment that, 
)me preced~d tile sacrifice, and that therefore Agamen1noil could 
11s. scarcely be rt:presented in any other \-ray ; for, although nlaiiy 
are consideratioils ~vhy  he sliould sanction tile deed might render 
s- his lxesencc at tlie sacrifice absolutely necessary, still lie could 
the not be expected to hare the fortitude to look up011 his 
ghl Laughter's immolation-it 1roulc1 he unnatural. Tlie Asiatic 
%el! scliool, as it xvas called, fonned b1 Zeusis, Parrliasius, and liis 
liis, follo\rrrs, r e  hare seen, 7~;:s distinguislled from tile older 
old Grecian scliool, the chief scat of ~vhich r a s  at Athens ;and now 
gh; an essentially different school, that of Sicpon, was established 
nas by Eul~oinl'us, his pul~il Pampllilus, and others in the Pelo- 

I'd1 l~onnesus. Scientific coltiration, artistic lil-io~\.ledge, a i~dthe 
e of greatest accuracy and easc in d i a ~ i n g ,  IT-ere its distil~guislii~~g 
celj characteristics. 
ear: This xiloo1 h:.i:lgs us to the time of Alexander, xvlrich has 
l"0' been teriliec? the period of refinement. Varieties of effect and 
1°C executi~n nom distiagnished the various masters, and ~ll t i-  
dal. nl;r.telj- were :~ermitted to suyeraecie tlie more essential qualities 

ion. 	 of art : seati iuei~~ in the sensuous, and tile spirit or Ivas n ~ e r ~ d  
o!j 	 essence \\-as lost in the fornl. The mllole collrse of Grecial: art 


so ninch rese~nbles the history of modern art in Italy, that 

any a!teiitivc observer might draxrr a very exact parallel 

bet~vccn them. At this period encaustic painting \vas culti- 

vated; but, according to Pliny, it liad been already exercised 

by Polygliotus. Tlie school of Psmphilus, already mentioned, 

acquired great crlebritj-: alnol~g the pupils Irere Ape1les, 

Pa-xias, and JIelanthiu~. The course of study, \17hich occu- 

pied tell pars-nor ~vonldPanipliiliis take a pupil for a shorter 

13eriod-coilll~reheuded instruction in drav-ing, arithmetic, 


:0111' 

ning geometl.~, anatomy, and painting in all its branches. 

t ha' The sciiool of Tliebes l>roduced txro very celebrated pail:ters 

)the1 -xichomacllus, Ivhose execution n-as re~l:arltably bold asd 

iaci. vi$orons, and \~vho, according to Pliny, T T - ~ Sthe nlost rapid 

atbtJ painter of his time; and his ~ounge r  brother, hist ides,  ~l-ho 



PAINTING POPULARLY ESPLAISED. 

mas considered to be the greatest ~liaster of expression anlong 
the Greek painters." 

But befhre all mas rallked Apelles (froin about 350 to 310 
B.c.) ; though his real superiority is not very clearly a lp .  
rent. Haydon pettishly attributes i t  to tlie circumst;mce of 
his having been a "fashionable" portrait-painter. Certainlg 
he painttd very "flattering" portraits of his Inaster Blesallder ; 
as, for example, that famous one in the Temple of Diana at 
Ephesns, in which Alesander is represented T\-ieldi~ig the 
lightnings of Jupiter, "his hand," saysPliny, "ata~icling quite 
oilt of the picture ;" and lie Tvas paid accordiii~ly, receiving 
no less than fifty talents of gold (np~i-nrds of 50,000l.) from 
tllc royal treasury. But the h c t  of liis having been a por. 
trait-painter does not lessen his claim to be considered a great 
artist. On the contrary, the greatest masters 11a~-e beel dis-
tixlguished as portrait-painters; and Apelles' style Tvas eri. 
dently that of the highest "historical" portraiture. A still 
more celebrated work vas  his piciure of TTenus A~iadyomene, 
or Verlus rising out of the Waters, taken from tlie l~eople of 
Cos by Augustus in lieu of ollc hundred talents tribute. His 
~vorksxvere principally distinguished for a certain rhcr,.is or 
grace; but he alloweit that Protogenes equalled him in all 

* Tliily mentions a picture by this painter a t  Tlrehes of tlie sack 
a town, which so impressed Altxanderthe Great x71.hrn he saw it, aft 
the  storming of Tliebes, tha t  he took i t  for himself, aud ordered it 
be sent to  Pella. The clrief incident of tllis picture is one that h 
been closely imitated by Ponssin, in liis " Plague of Akslr(lod," in the 
Xational Gallery. A wounded mother 17-as lying with her infant lle 
her a t  the point of death, and tile expression of 11t-r face 7Tas reinar 
able for t l ~ e  intense agony she felt lest tlie chi!d sl~ould sock (infecte 
blood instead of milk from her breast. Aristides receired apparent 
very high prices for 11ia works, and after his deatli they rose to a 
eiloril~ous value. 3Inasoi1, tyrant of Elatea,paid him for a Pr 
battle a sum not mircli short of 300'31. sterling. About trro ceiit 
later, or about 146  B.c., Attalus Il l . ,  l i i i ~ g  of Yergamon, gave six 
this amount for a single picture by Aristides. This same king ho 

for nearly 60001. ; but this price appeared so es t ra razant  to  the 
initiated Roman soldier, that ,  susliectiilg tlre picture l~ossessed some 
hiclden ralue, 11e \\itllhe!d i t  from Attains, and sent i t  to  Itome, 7~her~ 
i t  %as dedicated in the Tcinple of Ceres. 



respects save linox\-iiig xhen to leave off." Protogenes, whose 
too careful finis11 is here wlluded to, vas  a comparatively self- 
tsug1lt artist ; but ~vho, by faitliful study of nature, ~.endered 
his \\-or1;s inralnalle. The ailecdote told of Apelles, that 
finding Frotogenes was ~ i o t  appreciated by the Rhodians, he 
ofered to l~urcllare the unsold pictures of his brother-artist 
at his om~l price-that \\-11ri1 Protogenes named a sulll far 
belox their ralne, Apclles fixed fifty talents, a l l o ~ i r ~ g  it to 
be reported at Rhodes that he intended to ctispose of tlleul as 
his own, and thus ol~eaed the e-es of the Rhodians to tlie merit 
of their painter, a i ~ d  illduced them to secure the pictures for 
thrillselves at tlie price 11a111c.d-is higllly liollourable to the 
generous Grecian. But 111ucll more \vitliiil our plan is the 
storj & ~ ftlie celebrated contest of li11e.sbet\veen these painters, 
~vhic.11 has gireu rise to mnch discussion. Tile ai~ecdote is 
given to tlie follom-ing e&ct by Pliuy : Apelles, upon his 
arri~al at IZhodes. iii~i~lediatelr bou~llt  out the studio of Pro- ,, <. 

togenes, wlio liappeilrd to Le fio!;~ ho111e ; but an old ~voman 
aas in atteildailce, and :i large pa11el \?-as standing ready pre- 
pared on tilo easel. Y<lleu tile old I\-oman inquired \\--hat 
nallie she s l i ~ ~ i ~ l d  give to iier Illaster up011 llis return, Apellea 
answered by taking a pencil ~\-et \\-it11 colour, and drawing a 
line (!ie:ea) on tile pant.1, sayil~g, simply, " His." \\'hen 
P r ~ t o ~ e ~ l e s  xoruan hadretur~ied, the old meiltionrd ~ ~ l l a t  

:of 
fer ilappe~led; :u~d 1~1it.n Protogeiles saw the panel, he instailtly 
to esclaiiiled, " Apelles has Lee11 lierc, for that is the \\-ork of 110 

he cdher liaiid." I\-l~ereupon lie took a pencil, and drew upon the 
ear 
,r!+ 
edl * Other xr-ell-kno~nl sayings are attributed to  Apelles. I t  is said t o  
lt17 have been a rule x i th  11i1ir nr\-er to have spent a day witllout in borne 

an Kay or other exeiciaiag liis pencil : l~ellcehis maxi~n-~~!il lr~ dies sine 
jian lij@8. Again, it v;as the c u ~ t o n lwit11 Greek painters to expose their . 
riej picture^ when finisl~ed to  tllc public 7-iew, i n  the front or in the porches 
me3 of thcir houses; aud .il,elles lia\-ing in t i l i d  Tvay '. exl~ibited" apicture, 

lgbt a cobbler found fault ~vitll the randal of one of the figures of Apelles, 
ster a critici.m to xvhich tile ininter 1i:tencd; but, perceiving i t  corrected 

On the following day, tile cobbler ~vaa  bold ellougll toventure to crlticiae 

ome the leg al-0 ; ~r-11en Aipilles calllc out and indignantly said, ado11ting 
here the reading of IJllay giren in Sillig's Dir,tio~tar!/ of A~icie~ztA?ti.sts, 

" s e  st1Pr.u crrpitlam s z : t o ~jicdicaret "-let the cobbler stick to  his last. 



the same line or ane el a still finer line, and going away, c: 

gave orders to the olcl woman, that mhen Apelles returned, h] 
she mas to sliom him "that," and tell l i in~ i t  was whom tc 
he sought. Apelles returned, ancl blushing to see him. P: 
self surpassed, clrelv a third lixe between or upon these t c  
two (secz~it lii2ens), in a tliird colour, and attained the ulti. 
matum of subtlety, leaving no possibility of bei~ig sur. 
passed. When Protogenes returned a second time, he con. P' 
fessed hinlseif vanquished, and imnlediately sogght out Pi 
Apelles. This panel, continues Pliny, nas  handed down a O' 

wonder for pczterity, and particularly to artists; for, not 9''' it contained only those three scarcely visible 
lines, still it was the most noble $1-orli in the gallery of the 
Imperial Palace on the Palatine, although surroonded by the 
finest paintings of the most reno~med ~nasters. Sow this , 
gxllery was destroyed by the first fire nhich consumed that a 

palace in the time of Augustus ; the picture mas, therefore, 
not seen by Pliny, and he must consequently have described 
it. either from a written account or from somz other in& 

fi' 
li 
tl 
e: 
is 
P: 
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rect source ; and to t l~ is  circumstance, perhaps, is owing much 
of the obscurity of this subject. 

I t  is barely possible to conceive, as many antiquaries have 
believed, that the morel linea may be inte~preted quite literally, 

I!' 

S( 

s 
SC 

+, 

as a simple line : supposing the three lines to have been one 
within the other. The feat then ~voulcl have been, in the first 
instance, the drawing a line with mathematical nicety. But 
this performance mas surpassed by drawilig another line so 
subtle as to be contained within the iornler : and still more 
surprising would be a third and fitla1 contained line, because 
of its tranqcendent delicacy. The three colours would be 
absolntely necessary to distinguish each separate effort, and 
the third line may be strictly said to have cut the other t ~ o  

6 (sectbit linens). The command of hand necessary to trace 
with a brush three lines (the last, at  least, of which IIIUS~ 

have been nearly invisible) one within the other, mould b: 
most extraordinary. I t  is true that this implies meremanud 
dexterity, which is not especially calculated to excite the 
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case certainly enormons, and a panel with snch a singular 
av, histol.~ of ttt~o of the greatest masters of their ar t  attached 
ed, to it, rnig11t have been an especial object of monder to 
3m 


pninters, and by a liirlil of esoteric process it might evencome . 
to be consiclered tlie most noble tvorli (ovziziytie 0pej-e )?obi- ese 
lioyern) of the Palatine collection. 

Hot1-ever, if the text of Pliny tt-ill not allow us to inter- ur. 
,, 	 pret tlie line& as three distinct rival sketches, i t  is far more 

probable to suppose that  Apellcs made ontiines of somr part 
3,t . 

of the I~ninan figure nccorcling to the ideal standard of anti- , , 
quity, nhich tvas impro~ecl upon by Protogenes, tvhose line ,t. 

ble T Y ~ Sin its turn surpapseil by the second effort of Xpelles, tlie 

the fical f'xnltless line passing both u p o i ~and befrcee?~the original 

the line of Apdles and the correcting line of Protogenes : thus 

his , the tmo former lines Tvere intersected, but all three were 
easily distinguishable because executed in distinct colours. Ithat ,. 

)re, is greatly in support of this view that  me linom the ancients 


bed paid extreme attention to  delicate and finely undalating 

. outline drawing ; in ~r1iic.h long preparatory exercises, both 


ueh 	 with tlie style or sfylzls (y,v~jl,llis),and brush @e~zcillic(s),  
sometimes with black or, a. white ground, and somrtinies 
with ~vhite on a black, were consiclerecl necessary before the 

terity with which the preparatory outlines must have been 
executed. The fact that  in this contest the painters used dif- 
ferent colours, favours, likewise, this explanation ;for, h a d l ~ o t  
the lines been intermingled, there would have been no occa- 
"on for different colours. 



n llich i t  \ras painted, that i t  attracted attention from nlore im 
po~ tan t  parts of his norli, the aitist for this reason eira~ed it a1
Plluy states that  a picture of Jalysus, by Protogenes, nas de
p ~ i i ~ t e d  L'over four time.;, in older that, should the ul~permoat 
pictare be destroged, anotller might be found undelneath ta 
u i i i~~u red .The reasoil axziqned b~ P l i n ~  is too absuid to 

;+,'.. 
require coinment ; in the " four ti~iles " \Ye iliay see, lio~verer! T1 
a resembla~~ceto the modern mc>thod of dead colouring, fin: ,,,
and srcond painting, glazing, kc. 

, lil)
Another famous painter af this period Tras Euphranor. He . ..il...' 

painted in encauatic,aiidrras equallj- celebrated Lot11 as sculptor Li(
;lid painter. Pausias and Sicias 11-ere, Iton-erer, the tnu 
greatest encaustic painters. Pansias distinguished himself br ,f 

liis figures of cllildren, his ai~iiilnl a d  flo\ver pieces, and (\vhich 
began 11-it11 hi111) the painting of lacunaria-that is, tlie decor* P' 
t i re  ceiling pictures, atterxvards common, consisting of single I-; 

tnre was the "Eegioii of Hades," fro111 tlie Odysse~.  B 
(;~notIier ellcaustic painter), Ecl~ioii, Theon, and Asclq 
were also celebrated. 

T!ie glorious a r t  of this period is lost to us :J-e 
' 

on rases (~vitll t l ~ i ~ i l y  scattered br ig l~ t  figures) 

11.; an exalted idea of the progress and aehiereme~it o 

ar t  of design, if 15-e venture from the productio~~s 
of gel1 

little more than comriloli handicraftsnien to dram co~iclu 


acquainted with anatomy P 
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Jn reg;~rd to the first qxestion, i t  may he a%rmed that the 
allcirllts certaiilly did consider a staudard of li~ulia~n form 
desirable; slid thev recognised a t  least oiie statue, riz., the 

t Lance-bearer of Polycletus, as canonical. Trirrurius, also, 
h hlies hi~rnar~ ;Is n. me::s~lve of perfection, applying 
0 its rules to architecture, and indt'eci to  every object of taste. 

ofthecanon l,re;erred ill the third Look ofthe T/.trtfise 
0, ;,rcRiteci<c;.e by 'itrnvins, is, lio\.;erer, obscure aild uil- 

- imlx:rtant. But 3Ir. Bin~o:~li ,  in  a li:t!e pa111~11ilet before 
r.llnded to, states that  tlii,re exists in the 1ibl.al.y of the 
hcadeuly of Tellice a drawin: by Leonardo da Vinci, and a 

:O translation into Italiail bj- t2:;:t ce!ebratecl ::r!iat, of that  1)art 
7 of the treatise of the aiicieiit ;~rcliitect \rliic!l clears up the 
:h obscurity in all the esisticg eilitions, ill way tliat mal~es  it 

h e .  

a. 	 i~rcbable Leoilardo mnat have liad ac:.e*s to some copy of 
T-itruvius rv1iic.h has i ~ o t  c:>n?e d o r ~ ~ n  The dralviiig ofto  us. 

sprctire rvould render these and s;miliir rules alnlost in every 
ca,e of' liinited al~l~licatinii :ill i~nintii?g. Yet Flaslliail ren~arlis 
"It is impossib!c to see the nurcerous figures springing, j~uilp-  



C '  
di~~i rnsableto  the artist ;altliouzii IIaj-don beliered thxt ~ t E , ,?,? 

Greeks clissectecl. Gnt anatori1~-, \re h:ire seeil, IT:^ 

IT~.J- taaglit in the scliool of Pa~:!:,iiilus. Sir CIl~irhs 
'' Alrliough in Grrcce tlie clead \\-ere bnrilecl, a n ~ l  no 
d;ssci.tcil tile 111131:1.11 LocIy, yet tliry crr:;ii:ily liacl the lileaor" 
of 1e;~riii~lg tlie ~latilro of a bone, i11n2clr, and tL>iiilon, Xi; cc 
1n;:c ~va.; necessary ; the rest \\-as before t!ienl. Fiiiil as the: v; 
aflileia: Irere in ~ o u t l i ,  ti1?5- n-ere sitljcct to tilt: dwny of ap Il 

Sun-, iu coiiil~aririg ti;? frame of a iiian ;iclvuncrd in year<* 
esl>xia!ly if ill earlier life lie liad byexi reiilarltable for 'then, al 
a c ~ lsines-s.' witit the young and activt., crerFthing esenti:' 
to t!ic p;!iiiter an I scii1p:or may be ol~sc.rreil. If tlie Grrh 

h!l 'urfbre t11cn1 tlle iiiust :1i1111ired ibr111s of ~ o u t l i  slid mar E 
hoocl, tlicy n!su ?lie ' tirue-liouonretl ~rrestler, '  TI-110, i: n 
olcl age exilibiteil, aimcrt as in the ite'ld anntor~l~-, ti . . .
I:loscie, orig:.!n, and insertion, e v r y  tendon ancl erery ~:i e? 

I !;now 110x1- f;ir this nianiier of dri:ionstrating the a:latolhj 01 
in:!>- I;? cnnied. Having in 111~Lzctlures on stugury tahr \Y 

t!lc liri:~g illan, the ac:tdeui~y n1scii.1, to il!~t~trate tlie l)rl~c:b. a1 
iu fi.acttir.rs and clisIoc:itions, I 11-r-us;rcc~~tonieclto introdoc?~~ a1 
~ ~ o \ r t ' r ~ ~ ~ l  to Iny class, \\-it11 t l i i ~  apljeal: ' I , ,luubi.ulnr f ; . I l ~ \ ~  t! 
the exercise of )-our profi.,s,iu:; you Iinre to judge of tlie L:. k 
p1acement of the limbs, and the joints clisfgurecl hy cl islo~~~ s; 

tiona, fractnres, or tuinour; bat  not one of - on ,  perha 
erer 1ool;ed on the nat~iral  bodv its;.lf.' I n  giving t11e 
sons, I becanie aware IIOIX- rnucll of tile structure oftlie lil 
cles nncl articnlationa ~uigli t  he deinoristrat 
dissection.' * Tliis passage seems to us to dis 
clnerF Other interesting questions relate to 
po l~c l~ romyto arcliitecture and tlie p:ril;ting of st;it~ies: 1'6 

for a fe11- ri:marks on these we refer the reader to the App@ 

dis, note L). 


From the time of Alexander (or, at  

310 B.c.)  art  rapidly deteriorated, scarcely 

note occurring. The subjects cliosen prove tlie decay 

liigl~erbrnnclies. Caricatures are common, and rlryparo;.rap 


1: 
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ETRUSCAN TEJIPER.1. 5 1 

tL ' ,fill-lifi or 9fi'2~"'0 lnakes its appearance, Pyreicus being i ts  
omt nlost fJ.mons master. to  the deco- Scenography was a l~ i~ l i r t l  
irp, ratioll o f t h e  !~alact?s of the  great. The  love of nlngnificence 
i . fiir floors ; \vlienceere11 demande:l the decoratioii of p a i ~ ~ t i l ~ g  
?an! art arose, ancl soon bcca~iic so clcve!opt.cl tha t  great 

1 coll~bntsof l~eroes and bnttle-scrnes \\-ere represented. Vase-
, ,n?; painting t1ic.d out cb.urirlg tliiz l)eriod, and soi~llest in  the 
a,$.. ~fiotlicr conntrj-. Pillage ai~cl clewstation no\\- coiu~~ienced 
Yar., \?it11 tile victories of tlie I?oninn qt,ner;dx, till tlie porticos 
iw. ailil t e ~ l i ~ l e s  n-kli sio1e:i n.oi.1i.i of art.  at lionie \~-ert' fi!lt'il 
ntl: 

4. TILE E I ' E U S C I S S .
YA,-

]la: ETRKSC~S is o ~ i l ya bralich of tile Greek, though 
, mural ~iairiti~lg it1 Etrur ia  sooiler aeelii. to have been lirncti~ed 

rsy tlian \\-e hear of it in Greece. sepolch~:il chambers, 
X n ~ u e ~ o n s  

reit c,pe;.iiiliy at T i l r q ~ i ~ ~ i i :  tlie coloilrs 
tire paiute.1 \\-it11 fi;ures, 

0::: of \vl ich are laid iilniost 1)ure and u1;111iwtl on tlie stucco \\-it11 

ill.?: \\.liicl: tile \v:tlls are coated, and tlioug!i not trne to  nature, 

. are Ii~trmo~iions. Tlic stJ-lc. of c lra~vi~rg 
passes froni a severity 

let.- an~l(are, \vllicii slio\v LII; :~ffinit!- \ r i i l ~  earl?. Grceli I\-orlts, into 

'1. the liaatj and caricature-1il;e 111zn1;~i. 11-liicli prev;liled i n  tlie 


, later vurlis of the Etr;:.ennz. Creel; rabe-paiiiting, ~ v chare  


lot? - said, \\-a3 earlier i;~lo\\-n to the Etruscans ;but it i probable 

,b that tllc Greek pottery n.as either introillicecl by cominerce, 

1 .  r:: that Greek artiats visit~'i1 the country. Tile colnparltively 


II'I..., f~ \-ales. inijrior in  artistie yal~ie, which are inscribed \\-itll 

~ ' t x - >  Etrus~iin cliaracteru, call alone afForil a sure ~.ritcrion by which 


to distinguish Etrnacnri and Greek l~ ro~uc t ions .  

' Still-l(i6 is t!le csact inlitation of immobile oljjecta, sucll as fruit, 
floj~ers,and eatables. Gorre is a Freticli \rord apglicd to tliose sub-
jects for vllicli tileye is no otllcr name, aud ~~- l r i c l lare, tllerefore,classed 
as of 2 Certain *. genre" or l;i,lrl. Ylie subjects of gr7irr painting rieed 
not be low, a> in b ~ ~ r c l ~  A qeltrepictures, bu t  tllej- must be f:tmiliar. 
Picture, tllough it ulay not admit of being otlier!vise classified, yet may 
Plrtake of sometlling of t,ie q~lalitiei of all. Tllc want of patronage 
for the  Stricter ti~atoric~l has led to a compronliae- *ti.le in !;llpland 
tire 1iiatorical yefrre, of >\-i;ich some of JIr. E. U.Ward's pictures are 
illustrations. 

E 2 



5. THE ROJIASS. 

vegetable and other form*, being strangely co~nlined 
villas, Fardens, streams, and all sorts of coinic situations, 
ducing a pleasing and light, though fa~~tastic,  T1eff'kt. 
the origin of' u~~nbes i j z~e  1e.for ~ I I O I ' C S ~  -1pictureof JIin 
by Fabullus, iiiSerr~'s Goiden IIouse, \\-as ad~ilireci, becaus 
goddess appeared to 1001; at every one from ~v!latt.rer situ 
the eyes were directed tolvards her. This probabl~ 
partly from the picture being in a dark sitiiatio~i; th 
lilalig 11ersoils \\.it11 a lively ililiigination (011 accoui~t o 

* " Pictor. ' cc:nomen ' of a I:oman painter, nsuallj- Bno 

entire name Fzkblus 1'ictor."-Silli~~'sDictio~~nr?l.
kc. 

t This description of decoration discovered a t  l'orn1,eii and 

~ n ( 7  Xrareutller, rlle former a t  Berlin, the latter a t  JIunic 
Glyptothel;, or aculpturc gallery. 



EOJI-LS' TEMPERA AXD EXCAUSTIC. 

flat surface) fancy, whenever eyes are p:Jnted looicing any- 
thing like straight out of the ca:lras, t h ~ , t  the represelltation 

of their own lrouses;aird tlie custom obtaintmd for some tillle 
for the rzlatives, upon tl;c decrase of thc original, to conrcrt 
his bust into a f:iil-iengtli eEigy, irl~icll tlley carried and 
deposited i11 tlie temple wit!^ great cereliiony and state. A 

t!lcir artists, atid Julius C';psar, dgrippa, and rlugustus were 
also great patrons of art ;but paintillg was? from the co~lln~oii 
decorative cliaracter it assumed, at length alinost left to be 
practised by slaves, and tlie painter ranked according to the 
9'ialitity of work he could do in a day. Sov,  as art is appre-
ciated, so, naturallj-, is the artist he14 in eatilllation ; tlie con- 

lilie\vise, rio doubt, holds good; we niaj  easily infer, 
therehe, tlie extent of the "D6cadence des Xomains."" In 
the age of liadrian, painting ~ ~ i h s t ,  however, have revived n-it11 
the other arts. a t i on ,  \\.ho belonged to this age, is ranked 
b~ Lucian among the greatest artists, especially for his charm- 

picture of "Blexallder and Rosana." 
But from this time painting contiiiued steadily to decline, 

till all that in its prime distingnished it n ~ a g  be said to have 



PAISTIXG PCiPULhRLY ESPLAIXED. 

tlie ibunci.ation of Constanti~ioyle (tlie ancient B>-zaatiuiii", t 
Ronie was in  its tun1 clespoileil to eiabcllish the new capita], r 
3 r d  ~ r l i a t  r a s  left !\-as clestrogecl 'uy tlic incursiolls of tlie bar .' t 

barinns. E ~ e r ~ i r h r r e ,a!so, ignorance proc!uced neglect and ( 

ii~clifS~rence,ancl religicins fxintic.i>n~ co~itribliteil greatly 10 t 
t h e  deatractioi~ of the ren~niils of ancient art.  Thce>talli>h.' ( 

ment of C!iristiilnit\- \\.as, bt'iiil~s, a great clierli io  tile !,rat. 
tice of ar t  ; for tiic purity of tlie n iw religion coiltrasii'li so . 1 
great]: ~ i - i th  b e a t l ~ c ~ i  c~ari1ptia11, that  it* professors iidtc. , j 

rally loolced \ r i t l ~  little hro11r upon ar ts  n-liicll Irere iiirntiiird 
~ v i t h  pagan iclolatry so intirnate1~-11s to be scarcelj- posbible to 
clisnnite tlieiil, ~ i o t  to 111t11i:iori that  a brailch of art 11:1cl loiig 
been depmrcil to gratify the  lolrest sei isnal i t~.  3Ioreo~i.;,' 
cupiSiity had a share irl tlie general desticction : tliiligs ~rlliea 
conlil he 1iiritc:l Aov-11, sivcli as the bronze statue... , \rere tliur 

by awidcntiil t i yes .  

6. 1:ElIhISS OF ASCIEST  PAISTISG.  

TTE hare  incic!eiitaily 1i1entiont.d some remains of an 
paintiilg, but  i t  1n.i been reri~nr!;eil tile g e a t  ~ ~ c i ;. 
painting of tile beat ages of a~i t iqui ty are entilvlj- ! ~ z tt 
all tliat reniaiiis consists of Inere clecorative painting, ni 
tlie most part the con~moup!;tce proiiucti~>ils in  a rec 
city of the infcrior artists of an inferior age. yet 
be suspec.teil that  from these 11-orlis a fhlr: i~liprersion o 
merits of the a n c i c ~ ~ t  painters has beell conreg-ed 

stj!e of tlie paintings to  \vl:icli we more l~articulnrlj- a 
those discovere~l in  the escavatiolis a t  Poliipeii a i d  
laneurn-is collC,e~l;:ied strongly by Plirly and Ti 

-- ~-

* The artists ~ h o  nere Grceka, l~ot t l lpractised at Conat:~~itinn~~le 

pre>crrecltra~litionnlly,if not tlie ancient art, tlre ancient name Of' 

city in their art  : ilellcc tile " Byzantine" style. 
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;den tile excellence c;f their more inlportant ~vorl;s. Nr re r -  
thcless, even iri tlie r e ~ i a i ~ i s  Ponipeii a~i i l  Ifercalaueom, at  
modc.rn l~ainters sue sufficient to  co1iti1111 t h e  11rvLaLilit~ of 
tile j ~ ~ s t n e s s  \~-o~.lisof anciclit criticisri~, 1vliic11 cstee~iied the 
of tlieir ])ninters rq~~cl l ly  n it11 t!lose of' their ~ c u ! ~ ~ t o r s .  F rom 
then1 Sir Joslioa l::.~no!cl.i lii~uself fol.niec1 a re ry  high 
opiliion of alicient ~:iii~ltill?. Jiiitly of' the single figures, 
sncli as the f1i;atii:g torliis af' dancing nynlljlls, cuitaurs, ancl 
linccliantcs, are d e ~ e r v i l ~ g  ; cncliiiclc~~d of the l~igliest pmi,e 
ill group.  the coiliposition is ii.rciuel~tl~-equally admirable. 
The 111os:lii: of tlie Ca.n del Fa:u~o, or lIon-;c of t!le Great 
31osaic, a: Polnppii, cli>cor:.red i11 1S31, ailJ sul)l)osed to re- 
present the battle oi' Issus, or solile other of Alexander's 
battles? is the ~ l ~ o s t  illii)ortalit ill,~str;:tion of the co,izposition 
of tlie arcirnt p;~inters. I t  dia!~l:t~-s tllori?ugll uncler>tiu~(!ing 
cf pcrspectire ancl t i ) resl~o~teni l~g,  and i.; probably tile copy 
of aolllc celelratecl picture. 

A I~ .~ i~ i t ing  in lionse Tragic a ti011;iii the of tlie l'oet 
Pompeii, a:iCl nolv dcpo>ited in the l Ins?o Borbonicu, is, 1101~- 
evil?, coiihiclered the ruoht beantiful sl1eciliic.11 of aliciellt l).!i~it- 
ing ~vhich has beer1 prt.st.r~-ecl to  motlern tiines. The suL,ject 
is " .Icll;!lez c!elircring Uriseis to  the Heralds of hglulne~i~non." 
''T!;e scene," says Sir \villiam Gel], " seems to  take l)lace ~ I I  

the tent of ,lchilles, 11-lio sits in  tile centre. Patroclus, with 
his hack to~vards tlle spec:tator, leads in from the left the  
lorely Liriseis a r r a ~ e d  in a long arlcl floating veil of apple- 
green. Her  fz~ce is beautiful, and, not to  d\\-rll upon tlie 
archness of lier eye, i t  is evident that  the  v o l ~ ~ p t u o u s  pouting 
of her rltbg lip was imaginecl by the painter as one of her 
most benitcllilig attributes. ,kchiiles presents the  fair one t o  
the heralds on Ilis riglit and his attitude, liis rria~ily beauty, 
and the ~nagnificent expression of liis countenance, arc ininli- 
table. The tent seellis to be divided by a drapery about 
breast high, and of a sort of clarii blnish-green, like the  tent 
itself. Brliind this stand sereral xrarriors, the gold el^ shielcl 
of one of u;llom, \rlletlier intentional11 or  not on  the part of 
the painter, fornis a bort of glory rcuud tl:e head of the  



priilcipal hero." It is probably a copy of one of the m 
celebrated of antiquity. IfTlien first discovered, 
colours were fresh, and the flesh particularly had the tra 
parency of Titian. I t  su!Fered nluell and inavoidably dnr 
the excavation, and solllething Go111 the n1e::iis taken to p 
serve it, TI-hen a coiilnlittee of persons qualified to judge ha 
decided that the ~ ra l l  011 n-!~ic!l it was iiaillted rvas lict ill# 
state to admit. of its reixoral with safety. At length, after 
ail exposure of TI-o years, it 11-as thonglit better to atte~iipt to 
transport it to the Studj at Saples, tliiiil to su f i r  it 
disappear from the wall. I t  was accordingly rein 
success, in the suilliiler of the year l S P G ,  and it is hop 
some remains of i t  ilia>- exist for posterity. The pair1 
chosen the moment mhen the heralds Taltlij-bius and Eu 
llates are put in possession of Uriseis to escort her to the ten 
of Agamemnon, as described in the first book of the Iliad 
The head of Achi!les is hi1 of fire and animatioii." 

The sudden adillission of the fresh atmosphere after it liad 
been excluded for so many centuries, TI-as the cause of a largt 
number of paintings perisliii~g imniediately afierwardi, : 
Among these was a illost curious rq~resefitation of a painter's 5 
studio, in wliich all the figures \I-ere grotesques. fortunate!^, 
however, JIazois the painter was present, and secured a cop! 
with his ready pencil, \I-liich is included in his "Pl,liipeii."

~ ~ 

Several valuable aild costly \~orlis  liave becn pullislied on 
the renlains of Pompeii. Foremost is thc~ great work 01 

Zahn, containing coloured representations of the origiuzli 
Sir I\rillianl Gell's Ponzpeiu~:a; and the worli on Poiipeii 
published by the Society for the Diffusion of Useful K u o ~  
ledge, inay also be particularized. 

Besides the early paintings in the Etruscan tombs dread! 
mentioned, other works of this class, of the time of the 
Emperors, if not earlier, have been found in various parts (11 
Italy. When Raphael and Giovanni da Udille saw tlie beds. 
tiful arabesques discovered in the 13aths of Titus, which the! 



imitated in the Vatican (see p. 52),  they stood, i t  is said, 
motionless with astonishlnent. One of the ]nost beautiful 

of ancient paintings is tlle "Life of Adonis," discovered 
in 16GS in sonle rnins near the Coliseum. These pictures, 
adiilirable for their chaste simplicity, were engraved by 
Pietro Santi Bartoli, for his \vork, rvith text by Uellori, on 
tlie Subterranean acd Sepulchral Paintings of Itoiiie.* This 
aorli 1il;elvise contains engrarings froill the pintings of the 
tomb of the Nasoni (the tBnlily of Ovid), which are good ex- 
am;)!~~of the decorative taste of the period. 

Tlie rase-painting oi' a n t i q l ~ i t ~  niay be stitdied to great 
ad~a~itagein tile noble col!c.ction of rases i:l the British 
Nuseum. 

7 .  CIlEISTIhT ART IS TEUI'EXA AS3 ESCArSTIC.  

As C!xristbiiity gradual!^ became in the third and fourtl~ 
crllturies dominant orer paganisnl, so the pre.judiccs against 
art becaine re!axed ; but from apprehension lest Gentile con- 
r u t s  shouid, if i,;znyes were introduced, a;sin relapse into 
idnl;..tr!-, the e;;rly Cllristians, before the time of Consta~~tiile, 
wed SJ-mbsls orlly. Such were tlie cross, the mirnograrn of 
Cliriht, composed of the t15-o first Gieck letters of tile nanle 
I; and p, but variously xvrittm; the alpha and omega, the 
fish (a curious, but ftivourite enlblein of Christ and his disci- 
ples), the dore, the lanib, the cock, the l~llenis,  t h e  peacock, 
the ship, the vine, the palm, the lyre, kc. To tile not un-
reasonable dread alho of al)l)rosililating to tlie forms and 
appearances of the pagan idols ~ ~ h i c l l  existed in great still 
]lumbers, may be attributed the r eq -  ullnatural and purely 
represeutative style adopted when sacred personages mere 
~r11iit:ed to be chosen as the suljccts of art. 

Ere11 when art was accepted, i t  was not accepted as such. 
The object mas not to excite pleasure and produce eKect, but 
t o inculcate certain religious principles. Tllus, as soon as the 
1)erson of Christ was il~troduced, he was almost invariably 
depicted as the Good Shepherd. But He was not repre-

* Le Pittui-eAnticlic dtllc Grotte di Rovra, e ~ZelSepl~lchi-ocle'Sasoni. 



seiiteci beautiful : for not only Tvas i t  essential t1i:it tlie lxind 
should not be lee1 illto ii,olatrj- Gy forgetting the f h i J , y T e l j i v  

seiltctl in  tlie repre>?ritation, but ill respect pnrtic111;l 
Saviour, lie \\-as re3~rcleil :.s cssentiallj- clifftari~lg in 11 

ibrln ii.0111 tile ideal beauty of tlie lic::tl~en cleitica: t 
n~emberccl l io~v lie was annouiiccd by the prop1:et : " 
11atli no lorn1 nor colnelirit+s: 2nd \\.l~cn \re bliall 
tlierc is no beauty tliot \ \e  allonlcl ilezire hi111." '. Hi> 
was so niarrecl 111ore tliali any i i~,~i i ,  an11 liis for111 1::oi.c 

stmices Icd to  a SL1.e vie\\- of tlic f~i l~ct iol i  of ar t ,  11-c lied i 
liarcll- stop t o  remarl;; f i r  tILeln is surely no reahun vI!y re]; j 
gion 6lioulcI co~iil,el us to c!o violence to  that i~istinct o!' beauty 
xvliicli tile Creator has iliip1uiitt.d in  us. IIo\vi.ver, the t! liiciti 
style, firat adopted froili religious prejuclici., Lecnii~e >auc:ioii~ii 
Ly use, an11 ultiliiately ii.0111 liabit re3irdecl as alliio-t sncreil. 1 

d ikw of tlie pagan forliia, and eren sollie of tlieir rno1.e i iep 
t i r e  a1111 innocent legc~rds, sui.11, for instance, :IS that oi' 
01plieus, and Cupid a i d  PSJ-cl:e, \\-eye, cot~vitl~stalid.il!~:~! iiiuo. 
ducecl in early Cllristian l~aiiitiiigs, alicl oil tlie bss-rcliek LE 
~arcophagi .  

Xevertlieless, thc nrerbion to the  arts continuccl r-r'ry vio 
lent, first i n  the  TVestern or Rciiiibli churcli, ailil a!'tern:!rdi : 
in  the Eastern or Grr,k cll!irch, lollg after tlie tiixe of Ttr ', 
tullian (the second celitiirJ-), J\-lio Jrrote with great z,e:il agnil:.t ' 
artists, as persolis of i i i iq~~i tous  occ~:pations. Tlic carvers 0; 
graven iiuafcs were 1ool;ed upon as tlic serrants aiid c~iiiasii~i~ 
of Sat i~n.  JVlioever carrirc! on tliis hateLu1 cailing \\-as iieclnred ': 
uli\vortlig of tlie c!eansing waters of buptislll; n-lioever, ahin 
baptized, retorned to  his oltl roc;ltioil, I\-as escoii~:~iuliicated. 
Tlie Griostics appeitr to h a r e  been the first r h o  l ~ a i l  recourse 
to  tlie use of iiiiages. A biallop of Pola i n t r o d ~ ~ c e d  l)ninting, 
into tn-o churcilei, rriiicli Ilc built a t  tire close of tlie bllrtb 
ceiittiry; ancl this must  llave been the  earliest instance 0' 
the  liilicl i n  I tn l j .  I n  tlie fifth cerltury tile practice r~ 
coinnloil, ancl tlie general ignorance of tliis l,eriocl Ltv0urd 
tile coli~nirncenient of the grosser form of Christian iclolatr!, 
F rom tile fifth t o  tlie liinth century mosaics lvere, 1io~erui1 



- - - - - - - -- - - - 

for cllurcli decoration 011 iicco~lrlt of t h e i r  ; ~ ~ . e : t t  clum-
l ~ a i i l t i ~ i g  ~ ~ ~ i t i i i ~ l t dbilit-, E n c a ~ ~ s t i c  llud t o  be ~ i i u c l iprac-

tist.d ill tile second and third centnric.:: ; but ,  l i k e  t e u i ~ i ~ e r a ,  

t~loogll o c c a s i u ~ ~ a l l y  ( t h e  1;itter 1iloi.2 1,a~tieuIi:rly i!:e ~ ~ l p l o ~ - c i !  

miksai it w a s  e v c i i t u a l l ~  superseilecl en t i re ly  by 
for nail l?;iii:ting. 

Sol!lc. c .x t r r~ l ie l~-  ~ n i l l t -i~lteri'stiu!jp reniail is  of C h r i s t i a n  wa!l 
ings oT tlie t i ~ i i e  of t l ie eiiipirc ilisi.orer~11 i n  t h e  C':ttat:o:;ibs of 
I:o;ne" r ~ c ~ u i r c ,  t o  b e  i i o t i ~ ~ t l .  T i l e  i ~ o ~ e v e r ,  g~;i l i i leat  a n &  

lrluatiilll~ressi\-e of  t11c.e Jv,re liin:;l in t h e  C:l:ncolii!? of  

St. Ciulistiw, o;i t l ie Tia dpi,iia, uiii!l~r t l ie c h u r c h  of St. Sebas-

ti:~11>C : I ~ I Z L ~a t t e r  St. Cnliztus,  \ v i ~ o  \\-a> Y o l x  ikoui '21'3 t o  

";I .LD. O n e  chauiber  coll tai~ieil  ai l  "l i1urnt;u:i  o f  the 
ICi:iKq" L ~ L  Clii:?,, a t u ~ r l i  ( i h t i ~ ! e I i e ~ n )  t h e  Vii.gi11a n ~ l  a d  

i11 ti12 bclc;i~;rsitilil, :ire a l l  t h a t  reiiinin. Lo.i!:er L ~ O J T - ~ Iis 21 
. . 

man ~:an:tln; up;rar~ls,  ~ u ~ ) p o ~ e d  (;errnailjj- ti le la tz  e ~ ; . i ~ l e : ~ t  

critic, Dr.  Knglcr ,  t o  b c  t l ie propliet  3Iica!1, ullil t o  11crvc 

r e f e r ~ ~ c u  t l ie ~rurds-" Uot t l iou,  E p i ~ r a t a I i ,t o  l ~ e t l i l c l i e i ~ i  

thijngl~tl:on be i k t l e  a n l o n g  t l ie  t l iuuaanid~ of Jncl,rli, y e t  out  

* " l ' l ~ e  Catacomb; of I:o:ne, I I I O S ~of t!i:.111 I) ing at  ;I sliort tli5t:lnCc 
from tile city ,&':Ire-. !\ere originally, allii p:.,b:il~ly t'1'0:u tile tillle <if the 
u b 1 c  I i t s .  :I.;? vf as l3i::ces'l'i~cy were :11-o early ~ i ~ ~ i i i e  
of repnltllre for tile l i i \cst  claraez of tlic 1,cc,i,le. :111d for ;!;II-CS. For 
t h e  and otlrer rzn-oil-, Lei~i: n\oii:erl a1111 dccrierl, t11e:- n-ere cllo>en 
by tlie per-.ecutetl Cliri;tial~~ as jii:lce, of re-urt a1111 co~icu:lllcent, and 
Inore eai1eci:llly 21-0 as place* o:' buri:il for  r:icir 11l:irt: r ~ i i  brerll:.en ; 
Cllri>t ha\-i!lg co~iilrin~leil Iieutl~c~ii-:I oi' burning tlic [lead, t l ~ c  c ~ i s t u ~ u  

iii nllicll. illilepenilent of this, l~ail  aircndy n111c1l decline.l iillcc tlle esta- 
bli~linlent of' ti,? Empire, several excal atiori; of thi> kind, ~~-\-ilicll iiild 

rd beell ilbiln~loneil f i r  generatiolls, :11111 probably forgult<,n, w r t .  secretly 
1zn $ ell1:lrged by tile Christians into e s t e ~ l > i \ ealill intricate l>tl~!ri~~tlla, 

coInilos'2~lof narrow inieracctil~q liassagca, ;!iong tile siilcs of i~-llicil ?a. p
p ~ ~ I J u ~ c ~ l r a l  31a11y of p:l--agis terr~liliaterece-.;cs 1rt.re diaposeii. t l i ~ ~ e  

~rs! f . in mall, arciiitectur2~lly-~I1;llaped,1-anltcd .-;,acea. ~rlicre, ill periods of 

" b "  IJ~raecution,dirilrc service, and esp2cia11y the Ce~tival. of the ruartyrs, 
'yere hdd. In  t l ~ e  >ixree~itil a ~ i d  reve~tteenrl~ \riiei~;L Ilen-centilrie;,

r t 5  inl~ulre Jf-:Is gii-en to tlie Catllolic [l:omisli] clil~rc:~, the-c restin* 
0 1 ;  . rrllenP1:1ces of tile Innrtvrs Irere ag,lin oi,ened :111d e:tgerIy ex i l~ i~ i~ied .  

sides and roof; wer* fotind to be coi-ercd n-it11 a ,:reat variety of 
Ra? paint%. Since thell, these l ia re ,u~~for tu~~ate ly .  ol,litcratedbeen :~l~ilort  
~ ~ e + i  tile admision of t!ie air auri !I\- tlic rri:okc uY torcili.5, \rliilc ~ u c h  

tr:. as \\.ere tnke:l Sronl tllem at tile time five us no  ntlerl~ulte 
eO1lcePtion of tlleir jtyIe:'-liuc;~~a's tlc~,idDooi;oJ' Pailllillp, V O ~ .i. 

781 P. 13. 
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Job, Jloses, and sereral symbols. On tlie ceiling is a 
portrait of Christ, the neck and bosolil uncovered, with 
exception of soiile drapery haaging over the left s!ioul 

~rliichis SCPDOXE~ to  be the earliest of Chribt, ail 
liare beccn~t: snbsecjueiitly the type br otliers.* The face 

* The resemt~lance is, of coiirse, parely imaginary ; for ?lot the 1 

inspiring \-~nc-ration. and ~~-1liel1 t l~ose I\-lio look cpon i t  may love ai 
sell as fear. His hair, ratlier dark 2nd plo~.y, tails dorvn in rorii 
below his ~ b o u l d ~ r s ,  and is perted in the mii!dle after tlie manner of 
the Xazal.ene.. ; tlie forelreat1 is si~iootli and rci~iarliably eerene ; tll~. 

not long, but divided ; the e r rs  bright, and of a varied colour." 
traditio:~. respecting the " ho:y true in;ageX are drserl-ing notice for 
their conliexion TT-ith ~vorki  of' c'liristian zrt. The first is related b! . 
Evaprins, a a-siter of the cixth c<-ntilry, n~ld  i . ~  as follolr-s: "AFgami. ' 
Iiiiig of Edessa, in Me-opotanlia, wlio va.. coniined b j  sickness, rrbieh 1 
his plrypirians could not relieve, llavi~lg I?eard of the miracles Pep ' 

persuaiie ('Ilrist to come to  1lin1, he was at leatt t o  bring his portra2. 
Ananias Celivered his lettpr, but, on account of the crowd, retired to 
rn~inenci:ciobe Ly, and there attempted to  make a drawing of his face, 
This he foonc im],os.ib!e to  do orvinp to  Christ's repeated movernmli 
or, as a latpr autliority says, the refulgence af his conntenaiice. Cbi-isr 
)!impelf. Iiowever, accompli~l~ed his purpose; for, having called fa' 
water to  xa-11 Ilia face n i th ,  he xviped i t  with a napkin, ~vhieli he Fare, 
~ r i t han snsTTer for the kinp, to  Ananias. v h o  found a likeness miracp 
Iously impri~iteil on it." Abgarus, as he anticipated, was cured b?thD 
l~orrrait ,and it became an ohjret of unixersal veneration at EdWt. 
until i t  was removed to Conrtanti~lople by Kicephorus I'l~ocas, ill A*. 
984. I t  was ~ubscqocntly carried to  IZonie, and is claimed to  be iden 

tical wit11 6:le pniuted h a d  of t1.e Saviour preserved in the churchai 
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the nose straight, eyebrows arched, the forehead rather 
higll and s~ilooth ; the  ex~~r rss ion  serious and nlild ; the  hair 
parted on the forehead, and floni11,a i n  curls on the  shoulders ; 
the bearcl not t!lic!i, but  siiort, ;ind divided. 

alld congregating toget l~er  fbr the  purposes of instruction. 
\Ye hare noticed uniy sollie paintings of earlier tirnes; but  as 
the Cataco~nbs for 111;t:l-y cc.nturii.s aftcr Constantine the Great 
re111ai11ed open to  tile public as places of rene?ation, and as 
such continued to  be clecorated in tlie taste of the day, i t  
ib!!ons that the paintings csteild to n;nch later periods. " The  
Tir;.in AIary," s a y  Kugler, " occurs so scldolii in the earlier 
pail~tingsof' tile C:~tacoinbs, andrtl~en o~i!y sliburdiilately, tha t  
in tl~ose tiales no particular t!-pe had becn established fbr 
her :" t!iis was reserved f j r  the  '' 3Iariol ;~try" of n later period. 

IG h:is becn noticed tha t  the  grosser fornis of Cllrirtiau 
idoiatry may be clateil froill t!~e fifth cc~itury. 'The great rnass 
of the people were unn'ule to  read, and sunl< i n  ignorallce. 
\Tit11 the inaepsrab!e concoinitai~t of ignora~ice-superstition 
-it \-as not surprising tha t  tliey did not correctly apprehend 
the ilature of the i ~ ~ l a g e s ,  a more ere]] if' tlicir bishops had 
i11telli;ent i ~ l t e i i t i o ~ ~  I n a t ~ a d ,  therefore, in  setting then1 up. 
of reg:trding the111 as esernl)Iary records of fortitude and 
piety, or spiritua! sJ-nllrols incelltire o!' devotion, they wor- 
sllilqjed them us i i o l ~  i ~ n a ~ e s ,  m:tterial saints, and mediators. 

-~ 

Ban s;ivestro in Calrite ; altlion~~in:iotl~er account st:ltei that it mas 
to  Genoa and (1epusi:ed in tile cliurcl~ of -5a.1 J3;lrtolomeo; 

and altllougli this and varioiii otllrr iniages of Christ, a t i l l  he!d -ncred 
iu tile ~liilrc11,I ~ n v ebe611 rep6ateJly declare(i s1111rious in K O I I I ; ~ ~  
c"ulc'l~ of i!ie clliircll. I h e  other traditiull is, that a lvon~an pre- 
seuted a l~andkercliicf to Cl~riit to I\-ipethe pcrspirtltioll fro~n 111sface 
as he Passed to Gal? ar!., anti tha t  upon this :landlierclnef rile i:edeernt.r 
left his likeness. Thio \\-onla11 was ca~lo~lizeilby Leo X.,under the 
nanle of st. Veronica, an,l tile hsndkerehief is said to :3c prr>erve,l

the relics of St. 1'etcr.i ! -4rel,reseutatiun of this kind-ti12 
uf the dav.our oil a cioth, a;ld called a .' su\larium"-is cornmod 

in the no: ks of early 
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x~-nmed :.c.~inst by tlie c a r l i ~ r  pre!ntes, resisted by conte 
1px.r- d ig~~i tn r ies  and Sorbiliilcn by the  eclicti: of tile ell~~rclx, 
serern! councils agni1:ct the adoratiutl of inrugt.s, their 
grn:ln2:.!ly ;)it.riiilpd; n~ id ,  su r r iv i l~g  all tlie ellbrts of 
Iconocl:i-t.; ill tl!r eiglltli and niiitll celiturie.;, final 

Western ancl I'::isti'r:~ C!II:~C!!CP. , 

Tlie Icoiincl;~sts (or ilnc~c-lirealiers) of the  Ens te r~ i  cl 
comnleliced tlruir systt'm::tic clehtrilction of' TI-orl;s of a 
72S, anrl it xaa  cor~tiniii~il for n\~it!i sliqlit i n t e r r ~ ~ ~ t i o n s  
n-nrcls cC n ce:itlil.-. of ;nlcient ar t  1rei.e nThc ~? i .od~~c t ious  
directly iirro'!reil ill tlir :c>iieral c l r~no l i t ion-n l t lv l i  th 
mnzt h:irr .u:ikrecl : tile ztal of the Icoi!ucla!s x a s  iiivect 
;i!y,inlt C(!lf.i-tiiill ir!lage;: riz.? the ilil:r,c.es of' Cl!riit, the 
T ' iy in ,  nil#! tile pai:irs, ns ~li31.. Tlie 1)opes of t!ie Vest. 
I!OIYFTC:., :it :;iis time CIICO:I~;I ;P~ tlii'il. u . ; ~; 211d tile cons* 
(>:l.tXlii.e \va;, tliut :I co:;tt.it arose ~viiicli coliru!>c.d tile \~I iu l i  

Ell1~1i1.e. E:-ci!tn:111y t l ! ~  p r t y  iii fhrour oi' tlie USP of ixiag~s 
tri~in;pliecl t!ii,ougll tie iiif!ueuce of tlie Ernl)re:s Irene, t1:r 

contiiini>il, :.iicl tile I':inperor Tlleopl!ilris ($?!I-S 1s') prot + -

tlie Icc~~~oclobts. J n  tlie nintli and tc.nti1 celltnriea the in 
were fillall>- toic~ratu<l in the Greel; Cllnrcl~. 

Yet, a!t!io~iyii the (freel; artists were iiecluentig persecuted 
2nd dispersed, Cunst:u!tizlo;i!e nppiuently reniaiiicil tlironghont 
t h e  ~1-1iolr of the  3Iicldle Ages the capital of the arts. 
sufL,red, lioi\-e~-er, still fnrtl!er de~~as ta t ions  by the  Cnlsacl 
and more esyrcinll;: in tlie great fires of 1203 anil full 
rear, vlien i t  IWS tii!;en by t!le Tenetians. Uld to  this 
coni i~~e*t ,\rl:ic!l openeel an intercourse !rith the  Ten  
has  been generally attributed tlie first impulse to\~-.arc3 

reviral of t l ~ e  ar ts  in the West. Tlie Greek artists ponr? 
into Italy, a t  T'enice, and Palerrno, and also at  Pisa, xhid 
~ 2 s  a And t o  the scliools ihthen flonri*hing seaport. 
establislied at  Tenice, I'isa, and Siena, althongli the  13-zanti 
characteristics 11--ere for some time broadly preserved, lias be 
referred the grot\-ti1 of modern Italian a r t ;  for it has been 
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assllnlei! in a fresh soil rapidly frnctified in  tlixt tht. seed s c ~ ~ n  
reatly i11crensc.d luxuri:ince and beauty. 
But Dr. l i ~ l g l e r  is of opinion tllnt tlie first germs of a p ~ ~ r e l y  

\Jrestern inoi!d of concelltion tire t i i i c~rn i l~ le  only coiltenn- not 
porary ::.;ti1 the i~lt!oence si:!~~osell to Lc trace:ible to the xvoriis 
of tIieae litst emigrants froni the East, b!:t at a co~isiclcrnl~!~ 

i~erio~!." After t l ~ c  close of tlii, elerenth century, tha t  
e;)ocli ul' national p rozp i~ i ty  clan-iied npon the distracteil 
co,:!ltr;i r\-!iic!l: so,)uer or later, ncrcr fails t ~ ,  infiise illto a r t  

1 I i e r  life. Tlle l:onia~! ch!:rc!i nroac from R 

long-cljxtiuued stxte of dey~nd:ltioii, for xvhich she \\-as her- 
wlf nccouutable, to lie niistreis of thc West. Fhc 
rei;vt.i:e~l 1:o1:1e as the ci.:itre of the v;orld, ancl restoi.ed to  
the 1tali:;ils :L sonse GC l!:itio~lal existence . . . . The  

'?st, 13y7:illtine -tyle xas,  a t  that  t i ~ i ~ e ,so at tcr ly sapless nnil 
1 ~ c  nitlicrcil, ?T,,II ill it-: ~lxtivi.  I;?nil, tlint it coillcl as little rcsilt 
l!olr as rira! tile inno\-nting t !~ough iiidiridoal painters 
age o~zi~ii~il:llly tlie a t t c ~ i i ~ ~ t . " "  then,~i l ;~i lc  Tlie an~alg,~mnti i~n,  

tile of tiic U~za~l t i i i e  stJ-le I\-it11 the olil native Longobnrdii:n, 
..*:I) ~1rc2luce:la nr \r  scilool, I\-llich is l i i~o~\-n as the " h'oinc<i~esy~le," 
cted or Bo~n~~no-t i reel i .This style 111q br noticcd to  the best 

adrantage at'tm home accoiint of ~ni~sal-p:iintilig, for tlie 01-1 
nianl~~criptjf i~ r~ i i s l i11s n-it11 POIIIL' of tile best data for esti- 
mating the art of this period. 

Hol:.erer, to the GrccIis tile Ittiiians wcrc a t  least in- 
debted for the mctliods of preparing piginents, and other 
tecllllicalities. Byzanti~lc ar t ,  we have seen, became a regular 
tra~litioni~lsystenl ; tec.hnica1 niethods descendecl as property 
fro111 ninster to  apprentice, and  the  mantifacture of pictures 
mas as r e g n l a r l ~  organizecl as tha t  of any other article of con- 
stant a:ld regular dernand. I n  in the  Eastern ellipire, 
and eren in I ta ly long after there\-iral of painting, the artist 

geller;llly confounded with tlie v-or1;man (see p. 13), and 
O n l ~the "master of n-orl;s," or arcliitect-~vho, lion-erer, was 
So"'til~les a painter-was lielcl in  esteem, or liberally re- 

------.---p--.-

* Ela~zclhokof Paiiztbig, vo!. i. p. 92.  
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yet easily imaginc it possible for the n~echanical departm 

evidence. Of these IT-e may menticm two treatises in p 
cular, De Colovibzrs e t  d~. t ibuaRonrccirorunz, by Eraclius, 
Diae~snl.~cva12rtiuin Schetlula, by tlie lu011li Theophi 
These are ~vell1;norn to antiquaries ;but there is consider 
dirersitg of opinion re~ilrcting their date among tlrcir ser 

colours ;wlratever T u s c a ~ r ~  l;noi\-s of in illosaic work, 0 

r a r i e t ~  of enanlel ; whatever Arabia shot\--s forth in I T O ~ ~  

* Origi~ml Trcutisas 011 tlie Arts of Puillti~zg,2 ~ o l s .  
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further coufirmatio~~ Of the o1)inioil that t!le Itnlinn artists 
oaed at  Last their l i n o ~ ~ l c d g e  to the Greelis of techiiicvli:ies 

bear to the curious R-yzantiuc 315. discovered b j  31. Diclron 
in a conrent of l i o u n t  htlios. 

siniultaneo~~san advance througllont Europe, tha t  the various 
countries were placed almost 011 a, lerel in this respect. 

at Westminster, in \vliicli Edlvard the  Confessor 



tdied, tho renown of St. Dunstan as ail accomplished painter ' <  

and n jl;ilfill contriver of instruments, the  relliair~s of th2 F 
S;~xon cl~ased anti c~!arnelled norl;, ml~icllva s  ebteemed i
t I ~ eContinent as r:irly ns tlle sevelrth century, and the mane.,i, di 

.I 

scripts nliicli are yet est i i~l t ,  prove t h ~ t ,  in  this country 2: al 
least, the arts, as introdiiccil 1,- tl:e Iiomans, were nerr: a1 
~vholly lost. 1:ecorils exist of hlfrecl the Great liaving sum. ' a]
moued n-or lime^^ from a11 parts of EI I~OPH to  assist irl th2 (:
co~~s t ruc t ion  to  erect, and it is praoi' tile etli5c.r~ lie l~~oposccl 
bablc Inany 13)-zantine traditiol~s 1u;ry thus have been acquirti tl 
for England." 

W e  iilay rialr ~vi thnnt  ft~rilier cligrczzioii glance at the grrr: 
revival of p ; i i n t i ~ ~ ~  tlin I ta ly in the thirteentll century, nilit 
in~niedi,~tt.lySollo\vecl tn.o of tlie 111ost i~oportant  events i 
tile history of the ~wrlcl-tlic cliscovery of gunpo\\-der a i  t( 
tlie i~lrentioii of printing-rve~ilds \vi~ich l i l t i t~ ia te l~  aentire!! 
cliaused the c o ~ ~ s t i t u t i u ~ ~  of society. This revival consisto: P 
first, objjectire7y, ill a closer irilitatiun of ilnttue, altiio~~ghh c( 

nearly two ce~rtliries, till  the tirue of 3Iassncci0, tllerc v?: tl 
little inilivi~lo;!lit~- in  tlie iniit;ttion, and many j~notlifi~ T 
B)zantine c o ~ i r e n t i o n a l i ~ ~ ~ l s  n-ere fbr  a coilsidi~i;~ble tirnep:;. b, 
served ; anil, secorldly, subjjec*tirrly,oi'a more e a r n e ~ t  religiac a 
vitality nud se~itirnent ill tile " ,~iof;i.e.s."* o 

-- -- ---- --- .-. ---- fc 

rt c i  'S l~euie of tliia word ill a n c v  ar~dtechnical sense, as applid:. g
' ~~orl ia  gr~:eralin oar oxn, as i t  liof :~rt, heco~~nng is already In 0ti.l' 


l:n~;:lagi.s.a (leiil~itio~~ be otftred. l'hc ~vordma? oftell hen:, ' 
drred i,lli r,tiu,l, but it 11;~sa f i ~ l l r rr~leurli~lg.111 its orr1inai.y appi:?: 




gt the head of this revival, which commenced in the  
Jj'lorelltirie or Tuscan school, t l ~ c  rlame of Ciriiabue has been 
usucllly placed; but  artists prececlcd liirti lvho g a r e  some in-
dication of independent feeling. Of these, Guido cla Siena 
and Guinto d~3Pisa, liiay be n;~:rle:l: l rargari tone d'drrezzo 
a;ao preceded Cirnabue ; but his I\-orks arc niore purely Greek, 
and he murmured bitterly at  tile i:~norations of' tlie latter. 
(See llis picture in the Sutional Gallery.) 

Xerert\ieless Giovnnni, of the 110bIe f;i:llily of Cilllablie, mas 
the first p;~inter of retio\nl (6.12 10, d .  n!ter 1:300). One of his 
earliest ancl best-lr~to\v~t is tile colossal JZadonna, still in\ ~ ~ ~ r l < s  

greE the cllurc'i of S ~ l ~ l t n  Sovelln, to \v!lic!: &ria i t  Ivas carried i n  
"hi;: triuniljIlnl proces>ion fro111 the 11ou.e of rlic pai~iter-an event 

i al~icli+ire tlie name of 13ar.l.o AI!~.gri, or the " gay quarter," 
r arm. to that part of the city." But  the grr;rt talents of Ciniabue 
tirci are esllibitrd lnost c o n > ~ i r ~ o ~ a l y  in the large clistemper ~ r a l l -  . . 
slstd painkings ascribed to  him i n  the  upper church of St. Fran-
$$' cesco at dasisi, soltie of \vllic.l~ still exist. Giotto completed 
,e a?? the extensire c!ecor,rtions both of the ilpper and lower church. 
diiir: This cllurch is 11ighl~ i r i tere~t ing fur having been erected 
.ep:r t j  foreigii architects i n  tlie first 11alf of the tliirteenth . . 
1	 : century, ill tlte" Tedesco," as tire It<llians called the Gerrnan 

or Gothic style, then foreign to I t a ly ;  but more particularly 
for its conrlerion wit11 the Oriler of St. Francis, tlic iirst uf 'the 
great artibt orders. The Benedictines being c h i d  g- engagcd in 

n otli ' 	 literary pursuits, i t  remained rur the Francisca~ls and Domi- 
be 1.:' 

nicans to inspire a new feeling for ar t  in Italy. Sornc of t h e  rppk,t 
oruamenta introC,t~ced in these b~ Cimabue approach 
almost for the first time to  the antique. 

Duccio di Buoninsegna \\--as so~~ie\vliatyounger than  Cima- 
bne, and advanced far more from tlie lij-zarltine traditions. 

llorr r'?, He executed a. large altar-piece for the Uuomo (cathedral) of 
aOr> 

fuuai"" 


tlie sense is perlisps more apparent than real- 

is only an acc ide~~t 
; i ,rte, t l io,~has a1:o;ornething 

saential in its aipnification; hence, in fact, the 
ie n-orcl ~nolir,~.sill the ue\r senre. 
as l-ery rti'tctiv~,ly treated in a picture by a. 
t the 1:o)al -\catlemy in 1555. 

F 2 
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border on estr:rvn;.nnce. 

col~ln~encei l~ent  ' 1of the first grcnt epoull of luoderll paintin; 
together with tile es:ai~li~i~lncnt ilol' the Florentine scllooi, zre:o 
be ascribed to Giotto; who surpahstd his master, Cimahue,"hr t, 
more thail Cin~abiie hacl surpassed his predecessors. I t  is true 

is greatly superior, and, thr the first time since the decii~~so;' r 
ancielit ar t ,  \I-e obserre a successful a!te~npt a t  conipoiition. n 
or the regular disposal ot' tile suliject in the space allotted, b 
H i s  originrlitg is further apparent in  the introductiolr 6) g
portraiture, and tlie i n f u s i o ~ ~  cof' a didactic or allegoric:tl sl~irit 
t o  i s  0  1 The latter is dnc, pc.rhap5, to  t l ~ e  iiidueac: I 
of his friend Dante's great 1,oenl. We read of the gellei!: g 
acquirements and c1iar;lcter of Giotto ill the ~ ~ . o r k s  of I)ac:r 
Petrarch, Boccaccio, Sachetti, kc.  Ilanj- stories are told ci t 
his humour, which lle sl~o\vetl a9 a boy : that ,  fiir esamp:?, , t 
cf tlie pupil paintii3g a flv on the face of a picture in f:+' f 
master's alsence, and ille ~ u b s c ~ u e n t  aattempt of the 111a?itr 
t 3  brush it off, is firat toid of Giotto :ind Cirtiabue. Ther~ii c 



ritllout tile aid of compsses, nyith a brnr11 cllarged with red 
colour. This appeared more ~vonderful to the Pope than 

else rent to  him, and in  the  e r e i ~ t  Giotto fully 
justified the prefcrellce in the eyes of the noillan Court. A 
peculiarity in the figures of G o t t o  is the long almond-shaped 

.iad exes set close together. The tempera, vel~icle lie employed 
the \yas more fluid than that  l~i therto 11sed; i t  allox~ed greater 
the freedom of Iianil, and has also d;trlieiied but little with time. 

tin! Jla11y of the \\-orl;s of Giotto l u r e  clisapl~e~red ; but a most 
re :u interesting discovery, or rather recovery (fur i t  was linomn 
"L to exist), of a youthful portrait of D ~ n t e ,  v a s  111ade in 18-1.0, 
trui 011 removing tlie ~vliite~vash fkoul tlie xrall of a chapel at Flo-
auE rell~e. Giotto was sculptor :ind architect as well as painter : 

\aior the elegant dctachec! C'nnlpanile (or bell-tower) of Flo-
i e  i relice is hi:: it.orli. So iii;iny, bchi2es Giotto, of the greatest 
tia an. mastci.s have iiistii~~uisheiltliem>eives in inorc than one 
itted, hra~ich of the fine arts, that  the suspicion naturally sug-
11 $1 gests ?helf 11-hether tlie luodern custoiil anlong artists of 
I cc:iiining the attenti011 to  one specinl i ik is not a mistake. 
ienc If tecl~nical superiority is in tliib \vaF arrived at, are not the 
11zri grander and broader principles of a r t  left unatt:iined ?

" 1ac:Y ihe most exact idea of the s t ~ l e  of Giotto to be gained in 
l d  ~1 this country, lnay be obtained from thc series of tracings in 
my?.  , the court of the Cryhtal Palace Lelonging to the Arundel 
I :kt Society, talien from the paintings ill tile Cllapel of the Arena 
laaid at Padua, representing the life of our Saviour, and the life 
errii of the TTirgin. Tlle fig~ircs in the lii'e of' the Virgin, espe- 
"atit. cially those in a " sposalizio" (or espousalh), possess consider- 

able grace. I n  the cliurch at  hssisi, Giotto l~ainted a series 
of subjects from the life of (the patron saint) St. Francis. 

' 
''One of those medizral nlelodrarnas (if the tcrin may be 
u~ed) ,in the form of biography, which furnish the nlost 
interesting and beautiful subjects a painter can desire. The 
curtain rises on the youth of St. Francis, and, as the plot 
thicliens, his strange hallucination-his quarrel with his 
father in the m a r l i e t - ~ l a c ~  account of foron his 
porel~~-his giving his cloak to a poor person on the 1va-j- 



side-his institution of tlic: ordrr-his appearance before t 
Pop+-his ecstasy-his stigmatizatio:i, fbllow in  successio 
until the c a t a s t r ~ ~ l ~ e  is reached in the death of the saint."# 

Tliesc and similar biograpliical and l~istoiical series, esec~ltd 
in the fourteenth and fifteenth centuries, liacl special 
among a t~ l lo ,  erc.11 to tllc present day, 1i:tre comp 
tively little benefited by tlle inve1ition of printing. It 
been jnatly relllarkeil that painting in tlie fourteenth 
fiftet:iitli ce11turit.s Jvas at once a, nieans of noble decoratioo 
ancl a lnanner of eonvcying iiiforniation, thonglita, and idea, 
not then, as nom, to be got a t  tlirungli literature. Picturt, 
were tlic hoolis of the o~llea~ned,  anc1 the unlearned IT-ere five. 
sixtlls of tile people. The decoratit-e purpose of picture! 
was eficted niainly tlirongli colonr. Hence i t  is that, apar 
froln colour, we c:n~not eatinlate those early ~vorlts ariglit a; 
decoration ; ancl apart from tlieir sequence and co~tnrsioui 
town-hall or cllapc!, we callnot read tlielll book-fasl~ion, o:i 
any way conipreheiid tlit: reality of' tlieir significance. 

Giotto paintecl in various cities from X;tples to Milan a 
his tvorks doubtless had a11 i~ldirect influence in all 
Italx. Tile scliolars and imitators of Giotto are so n 
that  11-e can 0111~- nlention a k ~ vof tlie principal. 
these, Taddco Gaddi, tile sol1 of G;irldo Gnddi, tlie m 
was one of tlie niost i~i~portant .  The sol1 of Taddeo, An 
Gadcli, was a good colorist, and tile master of Cell 
Cenl~iili, tvlio was apprenticccl to hinl in  1375. I u  t 
T/.cct tc~to delln Y i t t r ~ ~ x  (see p. 7 ,  note) tof Cennini 

cordingly find a description of the practice of tlie four 

century, altllough i t  \\-onlcl partly appear that  tlie or, 

31s. was not finislied till 1137. Tonimaso di Stefanon 

called Giottinof- from his successful imitation of Giot 

The hunlorous UuE;,llmacco was a co~~temporarj- 
of Giotto 


For a cei~tury after the tilne of Giotto liis Sollot~t.rs, ho 

ever, did not considerably progress b e ~ o n d  the point 


r Dze .lledicccnl Cottrt, by JIessrs. Dighy Wyatt and maring. 
t The Italian diminutive i ~ t ois often ernploj-ed in this Way fi! 

scholars, even sloulcl they greatly sluysss their masters. 

http:Sollot~t.rs
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the reached; and liis influence is very perceptible iri the paintings 

ion. . esecntecl (luring tliat period in tlie C a u ~ p o  Santo a t  Pisa. 
This celebrated cemetery falies its name ti.om haring, i t  i.3 s;lid, 

lid been filled wit11 earth broug!lt f'roln the Holy Lalid. The 
nalla of the arcaded buildir~g, which surrocr~d this sacred 

Uli .  
earth, are covered ~ v i t h  pailitil~gs, quite i~~va lnab le  as illnstra- ara. 

hah tiolis of the ar t  of the fourteclith century, tllon;;li now nn- 

and fortunately greatly decayed. d tnong  these, t n o  of' the lllost 

tioc ren1nrl;ablr are by Orcagna, riz., the " Triunrpll of 1)eath" 

!ea and the "Last Juclg~lient." Tilt. attitudes of Christ and the 
Virgin in tlie Litter were afterwarcis borrorvecl by Jlicliael 

urk 

fire. 	 Angelo i11 his faliious " Last  Juc1;lnent." Later painters have 
also talcell Orcagna's arrangelnent of the patriarchs and

Ulka 

[par apostles as their model, particularly F r a  Bartolonleo and 

.It2. Raphael. Orcagnn was a grentrr architect and sculptor than 
painter. Hc iieaigned the elaborate and beautii'ul Taberilacle Ill 1: 

of tile Virgin i n  Or' Sari Jlicllele at Florence.

0: E 

Co~it~!: ;~orar~with Giotto, a celebrated painter, Sinione di  

JIartino (improperly called Silllolie ;\Iemmi), flo~lrished a t  
Siena. H e  is the sul~ject of two of' Petrarcli's sonnets, and 
i r  >aid to hare painted the portrait of Laura ;  but nothing is 
X1lon.n of this picture. sm;ill specimei~ of' this Illaster is 
Precerved ill the ir~tercsting collection of early \rorbs b e l o t ~ ~ i n g  
to the Liverpool Institution. Painting 1iia2.e nearlj- e q ~ ~ a l  
adrancement in other parts of Italy as in Tuscaliy; b a t  the  
only 1larnc.s we need recall, are those of Pietro Cavallini* and 
Gentile (la Pabriano, of'tlie early l:oman, or, as i t  xras terllled 
at illis period, Umhrian scllool. 

One Florentine painter, ho~verer ,  remains to  be noticed; 
for although c o ~ i t e n ~ ~ ~ o f i \ r ~  wit11 tlie great innoratiol~s made 

liassaccio earlS in the fii'teellth century, he yet in essential 
P in t s  adhbrecl to, or the tj-pes of' therather c o n s ~ ~ i n i ~ a t e d ,  

* It colljectl~recl by Vertue and \\-alpole that Cavallini was the 
arelliteCt of the croaseb erected to ()uet.il Eleauor aud of the  cllrlue of 
Ednard the Colifrssor in \\ eatlxri~ister ~bircy. Tile l'etrus 1:u111anus 
C i v l i  nlelltioned in tlrr inscription on the torr~b maj- )~o>*ibl.vlia\t. beeu 
Ca\allini; but the date (]??!I or 1 ~ 0 )tvould nnke him only tw-enty 
years old,accortling to 1-aaari. \.abarl, I~o~\ever, is so frerjuently incor- 

in dates, that no reliance can be placed upon liis statements. 



fourteeatln centurj-. TTTe allude to the Beato Fra* Gior 
da Fiesole, or, as lie has been generally called, Fra All: 
(the Angelic), fro111 tlie great piety to 1r11ic.h his life 
works equal11 bear testililony. Fra Angelico never pain e 
for money. HL'i~ever beyail liis ~rorli  \vitiiout prayer; 
so entirely did 11is siihject fill 11is soul, tliat he was f 
q11ent1;- interruptrd by tears \vI~en rc.prrsenting the suff 

of tlie Redreiiier. I t  is not surprising that lie coiiside~ 
what lie painted \rith s11i.h inteiirc feeling as a kind of iilsp 

ration, and the~ehra  nertr  ventured to retoucli or att~mpt to 
imlxove \-illat lie had once fi:iib!ied. Pro!bniid serenitg of 
fee!ing, confiding devotellile-P, a pure slid Iioly frame of 
mind, form tlie nerer-Liiliiig cliaractel.istics of tiie p.iiiltings 
of Fra Angeiico. " l i e  knciv nothing of hutaan allsietiei, of 
struggles \\-it11 p,ii;>ion, of rictoiy orer it ; it is a glorified and 
more Llessed \\.orld \vllic!~ 11e endeavours to reveal to our rien. 
He seelis to invest tlie ibriils lie ulaces before us \$-it11 t l r  

utnlost beauty his halid could lend tlieln ; tile sli-i-cetest ex. 
~xessioa branls in all tlieir countenacces ; a har~lloiiiuus grae2 
guides all tlieir ino\-elnents, partiL,u!arly ~v l~e re  action ist!ie 
es~ressed by the treatwelit of the drtpery. Tile niost cheer 
ful colorirs, like sl~rillg-flowers, are selected for t l ~ e  Jluperirs, 
and a profusion of gulden oruaiuents is larisl;;.d over thi: 
\\hole : ereiy a~u i i i~ i ry  ha\ been emldoyed that could ;.ne a 
nem glory to tliche lioly sul>jects. Y{ith a l~eculiai r~llg10b~ 
awe, he adheres scrupulously to traditional t j  pes, and sen 
tures on none of the iimovntions 1vllich 1ve1.e already i~ 
troduced i~ito art at  Florence : these \=;auld hlrve been 
dist ,~~rLi~igelellle~lt to the cllild-like serenity of his mind. 
all artists, Fiesole is the must peri'ect esa11111le of this s 
but in him li:,e\vise it appears most decidedly ili all its 
strictedneas. He is inir~iitnble ill his represei~tatioiis of an 
and glorified saints ; \veal<, tilnid, and emLarrassed nheu 
introduces ma11 in his 11nma1l nature. S o t  merelj tlie ranco*r 

* Or bent(fierl brother: the beatification of a holy person @ 


honour solellillly coi~fcrred by tIlc i:oliliau church, and only iuft.l.iorto 

Canonization. 
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alld hatred oftlie foes of C!lrist, bu t  all determined actioil is 
feebly rs1~resc.eil ; his figures, ?\-en n.lle11 in mo~nentary rtlpose, 
ale deficient in apparent power to act, though the act t o  be 

allll Gozzoli. But tile largr co~:~po-itions xvith rvl~ich he adorned 

t a. chejjf-d'auo.e, tile " C~~ucifixiot~." 
"The tuste for rtlidgi~~;. the I~ixtory of early Italian a r t  is 

not a recent d e ~ e l o l ~ ~ i ~ ~ l i tin  our OIVII  c o u l l t r ~  a1o11e ; it is a 
novelty even ill I ta ly itself, d c e ~ ~ t n r ~ago the Italians 
seemed to regard Perugi~io,  the master of Itapll:rel, as the  
nti!ita m u l e  to r\.!licl~ point inrestigatio;l nii;lit he carried; 

Florence, and coml?artments of the Sihtine Ch;~pel a t  Rome, 

mag"ificent series of 1argeeengravings fro111 the pai~l t ings 
decorate t!~e anlbulatories, as far as time l l ~ d  then 

* Kugler's I ia~idboof~,  i. 13.kc., vo:. 163. 



spared then,. The corzsei.rafure had in his J-011th spent Tear, f- " 

upon the study of tliese olcl neglected paintings ; 11e recogni 1 

in them illnstrations of former history, tlie past glories of i 
conntry, to ~vhich he mas so attacliecl: and \vliich at that t I 

lay so a"bscc1. H e  quoted the merry stories of Bocca 
about Euff~~lmacco, as Re trarecl the few lines yet ren~ain t 
from his pencil; and saw in Giotto's frescoes relating to I 

history of Job, scenes of Italian life, with all the rich I 
and ftstal lnsl~ry which distifiguished the nobles in the d 
of Dante; and behelcl also, in niai~y of the priestly f~~nctio 
tlie ecclesia~tic paraphernalia of Pope Boniface himse 
Lasiuio, by his eiieryy nncl indi~stry, mncle tllcse ~vorlis Itnorm, 
and, in the capacity of cicerone to the English visitors, vho -
al~va-s  Aocl<ed to tlie Cainpo Santo, he contribute11 in no 
slight degree to the prevalence of the taste now :becoming: 
so general anlong us. Ottlej-, the Englizlln~an, at tlie same 
time enjoying a certain independer~ce 01 means, imbibed from 
l ~ i sinterconrse with Lasiiiio a similar taste, and made wefd 
drawings of the inore inlportant frescoes, both at Pira. 
Florence, and i t~sisi .  Thcse he puhlih2ied in a series of bdi ' 

engravings, bnt, from unaroidable costiiness, they have llerer 

had any extensive circuli~tion. D'Aginconrt, in Paris, d:'! 
did n~uch to diff~lse a lricler lino~vleclge of the histor? i 
Italian art by collecting dmrvingd of all available 'man* 
ments,' incloding tlle slietcl~es of Ottley and Lasinio, an'! .. 

arranging them in ch~ono lo~ca l  order. Lanzi, too, a 
of high order, contributed mnch to spread a taste for 
stucly of the history of art by his clelightful rolurnes up 
the rarious scliools in Italy; a worli which 2x1s been m 
equally popular in Engl:incl by tile well-ltnotvn translation 
TVilliam Roscoe. I t  is not a little remarkable that seTY" 
gears ago 11-e had no translation of Vasari's Lire  
Puinters in the English language. Blrs. Foster's 
thereibre, published in Bohn's Series, in 1850, was 
~vorthy importance; and the more ren~arliable, as Va 
for rilany Tears been translated into allnost every 0 

Enrol)ean language,"--LWI.. Schc~rJJun. o~zthe Yninii i i~s 
Axcie~zt  JLcrsiers in the d1.t jr,.easz(~*es E,rhiBilio?~. 



ars 
i The end of the fourteenth century is remarkable for the 

sd :: introduction of geizt~ilze fresco painting, and, as the most 
his 2 important morlis of i~lnnediately succeeding artists consist of 
.me b nall-paintings, we m a  examine them to greater advantage 
:cia ' after sorue il~quiry into the nature of "fresco buono," as i t  is 
ing ternied. At the same time i t  nlust be remembered that  many 
the : mural paintings \vi:rc still executed in distenlper, and pallel 
iesr ;. pictures, of cour-;e, in  the ordinarS tempera (or, as i t  is 
qs ternied by the Italians, ic gucczzo), until the introcluctiou of 
ODEl oil-painting. To adhrre, hon-ever, to clironological order, as 
jet, nearly as our plan will permit, we must offer some account of 
nn. mediieval mosaics, mini:lturcs, and glass painting before con- 
aha . fining our attention to fresco painting. J3ot, before concluding 

no the present subject, we lilay m e ~ i t i o ~ i  em-that tempera was 
in;: ployed as complementary to fresco ;and that  up to the present 
amr day, as ivill be seen in the nest section, oil-pictllrcs are fre- 
rom quently executed partly in ten~pera, or, as i t  is rlom callecl, 
rdul disteniper-in utlier r~ords, ~vater-colours. 
Pisa. 
bo!E . 

8. T03IPCXh A S U  C S C l U S T I C  IX 3IODEi:S TI3IES. 
~eTd 

also 	 ~ A B I O K S  attempts have been made to  re-introclnce wax 
7 0: 	 painting; but tlie ar t  ofpe~zci l lz! ,~z-e~zcc~~~.st ic ,as practised by 
onu the ancients, seems to be lost. Wax painting, in the first 
ad 	 centuries of the Christian era, appears to have superseded all 

othi~r processes, except mosaic. I n  a manuscript of the eighth 
celitnry \\-ax paintirig, however, meets with little attention; alld 
the art was almost forgotten dmillg the twelfth, thirteenth, 
and fourteenth centuries, the original process being qnite lost, 
judging from the slight description in tlie estreniely rare 
notices of Tax p a i n t i ~ ~ g  known to exist. A d o c a m e ~ ~ tin tha 
rccorcls of the Duomo of Orvieto nleritions a wax reliicle or 

as having been used by Andrea Pisano in  1345,but only 
for colouring inarble statues of' the Virgin. Nrs .  lierrifield 

melltio~lsa. picture, reputed to be painted in was, of 
the "I\IartS-r~lom of st. Simori the Younger," by Andrea 
uantegna, in the possession of Signor Vallardi, at  Jiilan. 
"The vehicle," says JIrs. RIerrifield, "whatever it was, 
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appeared to me to hare been as manageable as that of Van 

of ivns  i11 a drying oil. d iiic.thod of \\-ax ii~vei~t 
by Count C'aylus, about tlic i~iiddle of the last cciitury, rras 
higlily extolled at the time, t l ~ o u ~ h  grave incon. beset bS 
renit,i:ces. At Parm:~ as \\-ell RS BIi~liicll, a nie~llod of n a s  
painting is n o r  practisetl, and, in repaiilti~ig the piitu:.es 
Sir James Tliornliill, 31r. Parris, the artist, is represented to 
hare used a ax veiiiclt', his on-n '' niarble niedi~im." 

TVe liave said that oil pictures hare beell aild are iirqneiidy 

of the picture, reco~lnnends itself by enabling tlie artiat to 
adra~lce wit11 greater ficilitj- t l ~ r o u ~ l l  those stage,<, a~id also 

t e m ~ e r  and aferrrvards ~arilirlied. Ul~on this sulject 
venture to quote, as the opinion of a practical autliority, the 
fo!lo\viilg valuable pa.<sage fi,om Uurnet's Essays on the Fiile 

lumi~ious body unimpaired, a id  the coliduct ill the  slradov's 
so as to srvallo~v 1111 and absorb ell reflesion and refractionof 
light, nere soon iiiscorered to be its advantages over fres*i 



TEMPERA AND ENCAUSTIC IN NODERN TINES. 77 

alld Correggio and Giorgione arai1c.d tliemselves of such dis- 
covery : llence the  impasto, anrl crbsr,~ce~fool'ea9i;~oussub -
sf0ilce.s in the light po~tioiis of tlleir pictures, and the 
unctuons :und transparent properties in  the shadorrs. 

i< Tlir clSect of such treatment can o ~ l l y  no\\-, in a manner, be 
goessed at ; fbr though the liglits'rt.lnain in a degree unaltered, 
tile ricli glazings of the sIiado\\.s h:lve become dried up and 
blistered 1,y the eFects of time and 11eat. IVe can easily 
ituaginr that the \I-ater-colonr, in tllr first illstance, wllen the 
cha;:ge tool; place, r a s  not sufticientl:; charged \\-it11 size or  
ecme re>i-ti~?gfluid; so that, 011the ;~l~pl icat~on of oil glazings, 
the ~ o r l rd;irl<enecl in a very gre;it degree; 2nd though colours 
idid 011 ill distelnl~er 3115 filaz(d 1vit11 oil pigments, \\rill 1x0-
duce a liluch rici~er eii;.ct ih;in either ljrocess reparatc!~, xve 
trace a gr:idual al~l~roxiinationto the elSect of water, or tlie 
lunlinou< character of fresco lx~inting, through the ~vorks  of 
Titian, Tintur!:iti, and Pau l  ITeronrse. 

" The t lxth and fdrce of nature produced b y a  union of the pe- 
culiar ijroperties of the t \ \ - ~  modes, ltave been tklt and acl;no\\-- 
ledged l ~ y  ali l ~ a i ~ ~ t e r s  up to the present t i~ l l c ;  and though 
Eubena, \\-llo laid the foulldation of tlie ar t  in Gzrmany, finished 
llis \\-oilis yriilcil~allg in  oil, yet, froni adopting a ~ v l ~ i t e  water-
colour ground, lie preserved in a higll dzgree the fresh and 
brilliant eilkcts of'the Velletian n ~ o d c  ot painting; and by Velas-
quez it was carried into Sljnin, axd by Tnndylic into England, 
but g~adually sunk iuto a leaden and dull arrangeniellt of 
colour, until revived 11y tile indefktigahle exertions of S i r  
Joshua 1:eyliolds. So ai~sious was this celebrated artist t o  com- 
bine the l~lmii~ous qualities of tire Veuetiitu s t j l e  with the  rich 
tra~~slsp:~renc~ 

- ~ 

ot' Correxgio and Hcmbrandt, t l ~ a t  half his lift, 
was spel~t in trring espcriments on the various modes of pro- 
ducing this union, slid which has occasioned the decay and 
destruction of many uf Ilia I\-ori;s ; for thougI1 ~tlater-colour 

the sul~l)ort oil painting ;yet, \\-lien Itlashed over it, so as to  
recover the freshness of' tile original groulld, i t  col~tracts and 
tears the \\-ork to  : hence the  deep and uiultifarious 
cracks and fissures in the backgrouud of most of his best 
c~loured pictures." 
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Turner also carried this principle too far, con-hbiniiig and 
rarrinz the t\vo methods in the most reckless manner. 

0 ', 
" I n  Etty," Air. Burnet continues, "n-e have tlie true f 

TTenetian crackly substailce ~ ~ i t hof water-colour the rich 
and transparent glaziiigs of oil, and JYilbie had part of the , 
quality for \vl-hich we are contending in it very high degree, j 
His pictures possess that peculiar stearine substance fouldin ' 
the works of Wattmu, aiicl iviiicll cost Reynolds a long lifeto 
acclnire; but the other requisite is absent, the fresh nater a' " 
colour look we find in TVi!ttean." 

Since the introduction of oil painting, pictures hare occa ' 

sionally been executed ~ ~ i t h  cld tempera egg vehicle, "the 
In tlie Colollna Palace at  Bonle there are several fine la113 
scapza by Gaspar Ponssin, said to be il tto1.0 ; and in tlie Ti. , 

fcrent collections throughout Europe terilpera pictures ruaxba . 
fouiid which hare been painted as de>igiis for ficsco. 
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m'lE\V 	 Ilersons \vlio ha re  not seen any of t!ie great nlosaic 
I - .  . I the a~lcii'ut c.linrclies of I ta ly could imagine ;g\vor\.ll

t!ie suullptlio~is etyi'ct l~roducecl by imine~iie  ~viills 
ivitll fisnres, ofteil of colossal proportions, co lo~~red  

in variegated llues of ~TJ-st;lllille brilliancy, set ill bacl;-
grounc1sooE gold an& l j~~rl>leand azure, arid surrou;ieled with 
n i m " p - c ~ l ~ u r ~ 1  It' tile intention of Sir Cliris- marbles. 
topix*' TT'reu liall Lee11 carrieil out, aliil the  inside of the  dome 
of St. Paul's C~it1leclr:~l hail bee1i " fillail wit11 rich and durable 
mosaic," like the cupola of St. Peter's at I l o r ~ ~ e ,\re siiould 
hare liad a higher idea ilf t!;e capabilities of the a r t  than  
can be formed frol?; tile i ~ l ~ p e c t i o n  of siluff-boses, or, a t  inost, 
a few cabinri pie13c.s. 

Mo-aic, called opus mnsivum, nluaaicuru, mosi~icnm (from 
~ I L U S O I Z ,~ i z z t . > b ~ e o , , ,ljolisli~il, elcynut, or well-I\-rouglit), and of 
nhich t!iere are various l;i~icls, is, ill the ~videht selise of the 
rrord, any 15-ork n.liir!i ~jroiiilces a design, \t-ith or \rithout 
cnloar, on a snribce by the joi~i ing together of hard bodies. 
Tlloligh, s r e m i ~ i g l ~ ,  too lltechanical to ran]; as a style of 
" pailitil~~,"yet i t  is R e ~ i ~ r a i l y  :tnd justly coilsidered entitled 
to the distinction. For, it ~ n u z t  be reruembereil, ivll;~tever 
nlaj- tliought of tlie me:lns, illat the principle of paiiitiiig 
is illrolvecl, and i t  is as neceshary t o  prepare a cartou~i for a n  
original cornpoaitioll in mosaic as  for a l>rsco, or the  iilost 
elaborate picture-ill f:tc.t, it is not lilerely us necessary, bu t  
also, in this instance, quite incli>pensabie. 

At the present day in I ta ly tlie niost celebrated pictures 
are copied with perfect accluacy. rhld even this cop!-ing 
must rcquirc a re iv  corl.iilcrable lirro~vledge of art,  allel a 
correct at)preciatic,~l of ti:e cliifere~~t scliools, to  do justice to  
\\'"hthus invested n.; it \,.ere ~i-itll  irnmortality. There is 
a studio esl)re2sIy clevotscl ill tile Vaticax1 to tile maiiuiicture 
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the :tncients :-

niclszic is made is gennnl1~- of' T ~ n r e r t i n e  (or l'ihertili 
I n  this tlie wor1;m:t:i cuts a ~ c r t n i n  sl)actx, I\-Iiich lie P 

xvitli b;;nds or cran~ils of i ro~i .  Upon this liol!o\\-ed 

o r  hecl, on which tlie mas;~ic is laid. Tlle n~ast ic  is 
of calcilied iii'1r11le and fiiii,lY l ~ o ~ d ~ ~ ~ . ~ ~ l  T r a ~ e r t i ~ i ~  
mixed ?o  the coiisistcnce of paste \sit!l Iinsced oil. Ilit 
paste r.1.e aiuci; tlie s ! , i t r ? f i ,  o r  s~ilal! c11bes of eolou~ed , 

of a rnriety of nlinerals and materials, colonred, for tlie 
p r t ,  ~ i t h  diii't.rc.nt metallic oxides. Tlirj- are manufac 
i n  ROII:~in the for111 of long slt>nder rods, lilie vires, o 

mrrab!e rtflt,cted liglits in that case would glitter in e 
l,m.t of tlie l~icture. \\'hen tlie design is to  be seeilat a 7 

collPidrrablt~ distance, as in  cupolas or flat ceilings, the? 



,,,,& .annot b e  detected by t h e  spectator. O n  arcendinn t h e  
. dolne of St.  Peter 's  t h e  viaitor i s  invar iably  as tonished a t  t h e  

coayaeliess of i l~osa ics  wl i ichappear  f r o m  below of the utiilost, 
delicacy and finish.* 

Tile age of a. i l~osa ic  inag  h e  de termined b ~ -  t l ie composition, 
s, ! the draving,  and  t h e  n a t u r e  of t h e  mater ia ls  employed;  a n d  

i :;
on; 

if of the Christian period: a s  a genera l  l.u!e, t h e  rliore numer-  
ms these aye, t h e  niore i l iodrrn  t h e  nror;iic. I l inny an t i qoe  

[, n~usaici, ~ i l ~ i c i l  ivere s u p l ~ o s e ~ l  coloured stoaes,  t o  cons is t  of' 
;. are found t o  be of glass, o r  vitreous.  

the 
. ISCIEST JIUS1ICS.oiie. 

.dii TEE eliip!o!:iie~~t of mosnics i s  t1,aceable t o  t h e  111ost ancient 

.ice i'5~iods, nlld seems t o  h a r e  had i t s  r i se  a m o n g  t h e  eas tern  
natigns. I n  t h e  book of E s t h e r  (ch. i. r.G )  w e  read of " a  

und, p a \ - e l ~ ~ e ~ ~ tr ed  an& blue, and  hlacli marble." of a n d  \il:ite 
TI12 i ~ ~ v e ~ i t i o nap11cal.s t o  h a r e  been t ransmit ted  t l l r o u g l ~  t h e  o s e ~  
E,-:ptiails t o  t h e  Grcelis, f r om \ i h o m  i t  m a  s to len  by  rlie 

t h i  Roiiians, a s  they  stole t he i r  a r t s ,  scie:lces, aiid gods. 

.law, : Nosaic received it; q r ea t  derclo1)il:pnt i n  t!le su111lit:ions 
tht Alexandrian age, da r i ng  wliicll a prociigality of f b rm  slid 

* t h r  '"aterial begall t o  corrnpt  t h e  s impl ic i ty  of Grecian ar:. At, 
,gel first small cubes of s tone  and terra-cotta were  enip loy~i l ,  b u t  

, later, ~ i t r i f i cd  substances of var ious  colonrs. I\los:iie Tvau 
: first apl~lied ns nl o rnamcn t  for  i i i i c n ~ c n t r ,  a n d  conln~eneed 

I in the close in?itaiion oi" inani:llzte objects, such a s  brolien 
d'j. ; 

, 

* The rrorks in Fit trc Di,~.ex!ld I'ir iw Ci,u,l~;i+se,PO estc 115il e1;i 
cmied 011 ill Tuccniiy (an(! Ii?ncec:?lled 1.1ori11tine mos:~ic>j. 2it;i.r i ~ o m  
n l o j " ~ ~in the materials, cxecl~tion, a ~ i d  subjects chosen. Uut!; nre 
c"i!~lo~edfor mcrt.1)- orilan:ental or decos::tivi. y~irposcs, nlld rrpri..,nt 
fruir.1~ird9,fion-er~,kc.T I I ~  yives tI:e o!~.iecte iniirnt. c!pietre duw ~ra~r i i  in 

in coloured stones, and is geu~rally~ s i das n c1ecoi.ation fi'r coCi.1.s 
Or tile I;anelb of cal~inets. T l~e  pir ire ci,ii,nl, r,?rof tlie fi:~er~ o r tconsi-ts 
Of Precious stones inlnic!, and i i  cmplo!-erl for cnske:., c:il,;nets, kc. ?.he 
't0ue3 are cut into ti1i11 rellcvr. and  t!!e r:irious piecrs are sal\-n illto 
'lia~i.hvmeanaofafin? xrires:ietcl~ed by a ho~ r ,aided by emery l;o\ic!er, "('aftern-ards fitted :it :l:e In1 idnr)-'s v:l~ecl. Tlie matel.iel :IT? rx-
P!"'ii-el~ natural atones, as spates. ja>pvr-, lol~i.; lazuli. kc., the ccilol~ri 
"".ldcll serve the purpo5e of d f l i l l e n t i ~ ~ rroriooa on~nmenral iro!~il.al 
"!'*'ect?. The Tt-nlla of ill:: cli:i~,el of tl?e 1Ietiici :~ttacIleil to St. Lorillzi 
" are lziislkly dccorarcd \\-it11 rliis costly ~~rati-l.i:l. 

G 
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food and scattered articles IJ-ing apparently on the floor. I! 
thence proceeded rapidly to  large historical corn~mzitions (se 
11. 53),  anil under tile first Elllperors attainecl the highert 
tpchnical dereloptnent ancl rcfirlement. Sach pavement! 
beealne general, and the1 rvwe ere11 made CZlar 

c n ~ ~ i e d  as \\-ell as the canvas of his tent ~~tlie parernent 
11i111, \\-hetlier fro111 the lore of the art or a dry floor is son+ 
xha t  iloubtfi~l. Cicero cau5t.d the pnvements t o  be placedind 

p!naces, on l lonnt  Atlas, and in Britain. Thcrever tE: of 

Eolnan arnls \rere cauuied the nlosaics fo!lo~~e~l, fr,and hundrd 
1la1-e been I:~;uIcI in Ga~tl: Germany, and Britain. Ic 

There \\-ere sererill varieties uf lilos~ic ilnwng tlw ~ C ~ P I I I . ,: ai 
b;:t tlic nlc~niion of the follo\ving may suffice : 1. Floaii: at 
ibr11,(1 of 11iec.e~ of stone of diiyerent colours, cut gzo1urtii.f: tl-
cally a i d  ceme:~ted to;.utlier-21(~ci,,iciifc1 sectilic!. 2. F cc 
inlaid with sillnil cnl~es of stone formin: a coioured deaip: iU 
h ~ l ~ l las ~r\-rrc usual in :~ntiquity, not nierely in ~.oon~s, ,, 
aIsc, in  courts and termcei-opits tesstlrr!~iir2, prfririteiifa it+: 
ieic,t:c (tc.sse1ntt.d pnr,.iile~~t). 3. Tlic finer mosaic, nhie:' s( 
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metal, or some other hard material, and another metal or 
enanlel[P; melted illto it, so that figures in  so-called rziello 
resulted from tlie process." 

Bedides these, the forming designs for nindo\vs with 
of co!o~~redgl;lss, appears to ha re  been l i ~ l o r ~ n  a t  least to later 
antiquity, and this may be considered a species of mosaic. 
We Glid accounts also of ~vl iat  are called nlosaics in relief. 
TIleje \~-el.e thought to ha re  been thc illvention of Pompeo 
Sarini of Urbino, but  t l l r j  are consiclerecl by sollie to  be of 
ancierit date; and are snpposc~cl, under tile E:mpire, tu have 

. supersrciccl tile bas-l,elicfs of p;Iintt.d clay, comnion in the times 
' th: of the Rep:~Llii.. Tile practice, if it obtained, was borrowed 
~dreh fro*, t l ~ e  Greel;~; for, a c c o r d i ~ ~ g  theto X. IZaoul-I:ocliette, 

Ionic capitals of the Ercctlietu,i a t  Atlieiis were adonled with 
!:"'I>, ail incrustation of colonred ellanlei. Tile fomltains discfivered 
Flo@!;' at Ponipeii liad a covering oi. mosaic i11 colourecl paste. I n  
ln'tc the Vi l !~lladi-i~ina tllc: entire vault of a crypto-l)orticns \\-as ' 

F h r i  , corered rritil bas-reliefs in  a r r r y  hard stucco, said t a  be . . 
.ell$, incn~sted xritli a pa>te of gl;tss or et~~lnlel,ill iniitatioll of bas- 
+, t:. " p;~ilited~ I Ireliefs of \\-xi 11attlr;11 colours. 
' 0  iti' The cubes e r ~ , ~ ~ l o ~ e d  tint, ar.d were ITere of erery 
rhii " set up by tlie x~orl;men m~icl i  as tllc types arc by our printers, 
1 or rather, coliipositors. J l ; i l~ j - of these \rere gilt, and such 
ntht!; \rere extenhi\-ely employecl altcr~vards in  evcry description of 
,ton*,F mosaic bg- tllr: Eyzaliti~ies, \rho l~laced t h ~ i r  figures on  gold 

gro~lnds. Tile ;dd i e ;~ i  i i l s  aliP!ii.d at  tile back of tlie ctibe, 
where it was fixed 1)g- a ~llol.iiailt covered pouniled glass, 
and fired in a. fIlrnacc. 

, ' Thi; nescripiion of \\-orl; u ~ chare fonnrl iii nioilcrn tirnei to lead 
. ... lmmvdiarely to e~~.ryn\-in;, of t l~ai;iu~l--or~lc lircails ofand -o~n..tl~inp


>mi.. fo  iinvt~lrt~cn
m u i ~ i ~ : ? i l ~ : . i n ~ p i . ~ ~ . i o ~ ~ s - r e ~ ~ ~ i i  not on1inon.n to :intirji~ity, 
irti:i. j u r i Z h  from tile ~niicIl-conlnlvtlte:ic:: 1!:l--.~zc in l'iiliy, XI.;\-. 2.  

31arcna Yarro. car-s  pliny, lnal!e irrl?rllio nzodo) allti il~serte<l in his, writin.:, the  l~ortt.nitaot' sercrl lrundrc,l distin:~ii.lre~! nlm, nnd dia-
per:edtili.li~ 70 a!l i'artj of tile n#,i.l~::ariii rlii: 11edill for tile pnltiti- 
?:lor, of stmngcrs. TI!? liroazi.;. ~yllntcrerit ~~-;-;l--rn~,lI'liny's allhi-"lo" concise, tllnt ally os j i l a~ in r io l~  ~ u c n n ~cnnof the be merrly 
c o n ~ c e t ~ ~ ~ ~ - - ~ l l l ~ ~ t  : ~ t l i liliiyerfecr,or some traces uf11~1-ebcen tl.al~>i~lit 
the art moul(1liavc bcpn prc.i.rrcc:, or :ut~lcmcn:ion of it nlnde. 
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CIIUISTIAS 3IOSAICS: THE LATER ROSIAX STYLE. 

erery chan=e of st>-le in art, and every phase of n:ann 
be distinctly traced. There are mosaics near I:ocie 
fourth or fifth century in almost perfect preservation, 

for eternity. St. Xarli's at Vcilice is of itself a c 
nlllseum of tlie xvorks of the .rnosc~icisiifor se-ieral ce 
comniei!cing ~-i i t l~the Greek artists of the elere~ith 

T l~eCllristian mos;~ics ~vhic.1~ "dccor:lteil tile 
arc!, " and allsis of basilicas, the cupolas of hnptis 



to be the curious incrustation on the naggon-roof of tile 
ambulatory of St. Constanza, the baptistery erected near Ronie 
bYCoiistaatine. I t  represents a vine ; it  is, i11 fact, a yeigola 
and has, introduced among tlie leaves, 111an~-Cl~ristian sj-inbols. 
The style is the mised opus fesselrriuln arid ce~.i~zicu~nturiz 
(,nnj/is and iizediz!~ii) of the ancients, and lias none of the 
characteristics of the various liinda su l~se~uent ly  elnployed. 
Tiiis is beliered to  bc tile earliest a i d  only C'liristiail zcull 
mosaic of ?!it. i b u ~ t h  ce~ltnly. 

Aii other Cl~ristiaii iuosnics may be inslnded in t!lree classes. 
1. Glass mosaic, called opus ii7z~sic1~,1z-pictoria1 and imita- 

TYU? 

~h tire, used for walls a i d  vaulted ceilings. The Orieutal taste 

toh ijr s~len~lour hnd itself anloll% the me~1101~11 Romans, as  
learn fro111 tlie gold-ground l~losaic of tlie late nlonuinellts of ric: 

o in Pompeii; tlie t:.aiisitioii was, theretbre, iuselihible in this respect 

ror! to this ricli Christian glass mos;iic, in ~vliicll tlle ground is 

Ii:ar $' nearly aliiays gold. Tile pieces of glass were of very irregular 
. , c  sllapes aiid sizes, and of il~iluillerable colours and tints. Thelrge 

esecutioll is al\v;tys large a ~ i d  coarse, and rarely approaches in 

, tk ? 
neatness of joint and rc~gnlaritj- of bedtling to the larger style 

, tx. of the aucielits, tlie oj1cL.s i:~ujc3ns cei~ixicululz!r~z. 2. (;!ass 
tesselation, called opzcs Gi.ecni2iui;~-vonrei~tiollal, generallymay 

f ti:1 	 inlaid in church f~vniture.  3. Jisrble tcscelation, ca!led in-
differentlJ-, Gi,ecniziu,i~ and Alexa i~d i . i i zu i~z -~o i~ve~~t io l~a l ,

1d:. 

formed into lXivements. nia: 1 

lnti~i The principal deject in nlosaics, artistically spealiing, is  the 
gelleral \~\.wnt of' esi~ressioll, althuugh tile faces frequently 
haye a peculiar dignity. T l ~ i s  defect is owing to the mecha- 
llical manner i11 1~11ic11 tliey are executed from the cartoon. 
~ererthelesa, froin the necessary rectrictioil of this branch of 

<,z:, ,. , 	 art, as far as possibie, to  large :nld simple fornis, in  order to 

insure gciicral distinctlless, and tile consequent renunciation 
,ri 

Lli. 	 of rich and crov-ded compositionv, has resulted a certain 
breadth and grandeur of style whicll, no doubt, bas exercihed 
an inlljortant influence over the xvllo!e 1)rorince of art, but 
manifested ~articularly in  hesco. 

In addition to the mosaic of t!ie fourth century, already 
incidentally, there is another, \\-hich is said to 
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belong to this e~tr ly date. Tliis n~osaic mas found originally 
in the cemetery of San Cnllisto at Rome, and is now preserve,j 
in  the 3Izisez[m Cliristianzcm of tlre Vatican. Lord Lindsay, 
in his Sketches o f  the Xlisl~r.?/o f  Christict?~A p t  observes, 
that in it me find the first appearance of the pecoliar Byzan 
tint. character of the head of the Rcdeen~er, which for ee 
turies after became the established t-pe.  "This l>rimitire 
type consisted of n half-lenqth placed a wreath, and 
generally in tlie act of blersinq with the right hand [if in the 
Latin church, the thnmb and the first and second fi 
extended, sj-nlbolicnl of the Trinity], ancl holding the c 
the globe in tlie left,* and is to  be often met with in the b, 
s~~cccszively elsm-here in Italj-." bnilt at  Ilome, a;!ci 

Europe, the re11resent;rtions freq~.lently including the nno 

figure of the Savionr placed upon a throne. Over the d 
of Rorman churches, for esatnple, \ve find a bas-relief of 
sub,ject. The Virqiii 3Ixry is also represented similar17 e 
throned. The XI-ord .ll(rcesitc (dizqlice'"Jlajestj") is appli 
to  these representations. 

I n  the fifth century we meet with a sndden and rxtenzi 
adoption of mosaic in baptisteries and basilicas. The rite 
baptisnl mas anciently performed in a separate builllin;, or 
baptistery, and this being generally circular or p~lj-~onal ,  and 
the decoration chiefly confined to the enpola, it was naturd 
that  the centre subject should represent the baptism ofChrist, 
round which the figures of tlre apostles formed an outnard 
circle. Of the basilica, and its decoration, we botrom the 
followir~g description by Dr. Iiugler: ';This form of church 
building had generally obtained in the East, I t  consist4 
in  a ~ r i n c i ~ a loblong space, of three or five aisles, didhi 

by rows of columns, the centre aisle loftier than the 0th 

and terminating in one or three semi-domed tribunes 

npsides; before wllich, in some instances, a tracsept 


* Freqnently also the Snriour holds n book (thexem ~ e s t a m e ~ ~ ) ~ ~ '
which are inscribed the words, "Ego sum lux mundi"-I am the '$' 
of the norl~l. 
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lly introduced [thus forming the Latin cross as distinguished 
red from tile regular (;reel; cross]. 

aT, Tile chief apais behind the altar, as  the most sacred por- 
'es, tion of the building, was al~lloat invariably rescrved for the 
m. colossal figure of tlie standing or enthroned Saviour, wit!i tile 
3. or patron saints snd founders of the church on either 
ire hand. I n  later tirncs tile Virgin JIary was introduced next 
md to Christ, or era11 in his stead. Above the chic~f figure appears 
the gt.nerally a iland stretcl;iug out of the cluuds, and holding 

a crown, an embleni of the almighty power of the Fatiler 
.or ! . . . Uudrrneatl~, in a narrow division, iltuy be seen tlie 
(a &nus Dei ;Lamb of God:, wit11 twelve sheep, x;hich are 
t a advancing on both sides fro111 out the gates of Jerusaleru and 
ou: Bethlrhem-a svnibol of the twelve disciples, or the faiihi'~11 
ole ' generally. Above, and on each side of tlle arch ~vllich ter- 
on 

i: rninat.tts the apsis, usuallj- appear va~ious sul!jects from the 
h i  f Apocalypse referring to the Advent of our Lord. I n  the 
e n  j. centre, generall-, the Lamb, or the book ~ v i t h  tlie seven seals 
lied 1 upon the throne; nest to i t  the s ~ m b o l s  of tlie Evangelists,* 

the seven candle~ticlis, and tlie four-and-trvent- elders, their 
arms outstretched towards the Lamb. 

" I n  the larger basilicas, where a transept is introduced 
before the apsis, it  is divided from the !lave by a large arch 
called tlie arch of t r iun~ph.  I n  this case the subjects from 
the Apocalypse mere usually ir~troduced upon this arch. I n  
addition to this, the clerestory of tlie centre aisle, and the 
spandrils of tlie arches ore? the columns, were seldom left in 
the larger and more splendid basilicas without decoration." 

The most numerous and valuable mosaics of the fifth and 
foiloaing centuries arc founcl in the churches of Rome and 

* As heliered to be intended I)r Ezekiel rii. 1-10, ~ i z ,a man (st.
>ratthen), a lion (st. Jiark), :t bi l l  (:t. Lake), and an eagle (St. John). 
Yarious other symbola are of frecp~tntoccurrence, such as stags ap-
Proaching a vessel, t~-r-l~iell for the solils of tlie fkithft~l tllirsting 
after the Living waters. hes st: souls, while liere below, appear in tile 

of do\es; after the resurrection, and in a glorified state, in that 
of the phcenix (also an emblem of eternity). In this form they are 

perclled in the branches of a palm, symbolical of the tree of life. 
8uhswluently the disembodied spirit was represented as a newborn 
infant, and we often see it thlls lome to heaven in a napkin by angels. 
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Rarenna. Ariiong the most; re~narltable lllosaics of the fi& 
century are the follo~ving : tire internal decorations of tbc 
baptistery of the catl~edral of Rarenna; tlie iiuinerous bu: 
no\v iliach restored mosaics in S. 3Iaria IIaggiore ; the rich 
decoration of the illonumental chapel of the Empress Gaia 
Placidia (SS. Eazaro e Celso) a t  Raveilna, tile llarrnolliooi 
effect of ~rh ichis incomparable; and the lliosaics on tbu 
arc11 of triumph ill S. Paulo fuori le Mura, Rome. 

Of the sixth century tlle fiuest inosaics of ailcieilt Christia3 
Rome are those of' SS. Cosllio e Daniiano; aiid althou$ 
cia,~sicalinfluence had almost died out, a figure of Clirist h8  

been thus cl~aracterized : "The figure of Christ may be re. 
gardeci as one of the nlost marvellous specimens of the arto: 
tile 1Iiddle Ages. Countenance, attitnde, and drapery corn. 
Lille to give him an exl~ression of quiet mnjeatj-, ~rllicli for 
Inally centuries 'fter is i ~ o t  founcl again in equal beauty an8 
freedom." Here, alr~nily, St. l'eter is depicted with t l i ~  ball 
l~ead,  and St. Paul n-it11 the short brorrn hair and dark bearl, 
by \;-11ich they xcre afterivarcls recclgnizalrle. At Rarenna, 
in the celebrated church of Sail Titale, are two large pro. 
cessioiial aiid ceremonial rel~rrsentations, on a gold ground, or 

tile Emperor and Einprees, Justinian aucl Theodora, a l ~ i c b ,  
as among the very Sex surviving si;,eciniens of a style d i t h  

i>i-eserred mail1 of tlie higher i'eatures of profane pailitin; 
are of great interest, and as examples of costume quite i.. 
valuable. I n  t l ~ e  nloaaios of S. ,ipolliilare ?\'uovo, upon1 
t1lroi:e surmounted lix angels, the JIac!o~zna is perhaps for 
the first tilile represented as au ol>jcct of rererence. In th? 
serenth centory all appearance of life and more noble expra 
sion ceases ; and ~ i t h  tlic general prevalence of the ~~zaiitine 
style, a statuesque rigidity, a moroseness of erl)reasion, 2 

settied traditioxlal conventionality, and total absence oft]'? 
elenlent (or modelling) succeed. 

CIIRISTI. iS JIOS;\ICS: TIIE CYZhXTISE STYLE. 

TIIE nlosaics of S.Titale above-mentioned hare been eldimtj: 


as B~zantine,  from the circu~ustance of tlle occu1~attion a: 

IZarelll~a in 539 by the I3~zantians ; but they are clzarig d 




late Roman class, and tliere is no reason to believe that 
the artists belonged to a illore Eastern scliool. Tile J3yzantine 

~vas in truth oiily a transforiilatioli of tlie Roiliau 
thro~:gli succeedin# stages ; a i d  till the seventli century tlic 
art of the Eabt and tlie West TT-as essentit,lly the sanie, for 
tile a1;cient Roilrail models had been carried east~vard x~itll 
the niigration of the court. Local conaideretions, liowerer, 
relider it perhaps inore coiivenieirt to treat of this style as if 
it could be originally identi6ed wit11 that Byzi:ctium from 
nhich it derives its name ; and \\-llere, after the tit)- liad re-
ceired a new designation from Coi~stantine, it was so es-
tensir-ely and s~-stcii~atic~~;ly csitirated. 

Cuiistantine, tlie first Christian Emperor of the Bonian 
race. \\-11ei1 he r e ~ n c ~ e ~ l  seattlie of e1cl)ire from PLoiile to  
Byzaiitium (as Cunstalitinoj)le n-as up to that period called), 
about 330 A.D., carried liiiri tlie arts of~ ~ i t l i  the foriner 
empire, iiiid applied the111 to the eillargeiilent aiid eixbellisli- 
rne:lt of the new city. Fro111 these arose, in l;:.oct~+s of time, 
that combiliation of Roman, Greeli, aiid Orientn! traditions 
nliich xere united in the BF7.antine st!-le, axid dif~lsed pro- 
portionately witli tile extent :md iiifiuence of the Eastcril 
Empire. But of tlie pe~iod ii.om tlie time cf Constantilie to 
tile niiddle of tlie sixth century few examples rein;~in. 3Iost 
of tile existing Byzantine monuilie~its date from tlie time of 
Justiniaii to tile elereiith century. After this period, till the 
ha! conquest of Greece by the Turlis, in the fifteenth cen-
fur?-, the influence of tlie style gradually decaja, and a 
?.

*~2ropeaii, and more especially a Yelietian character is 
visible. 

I t  is then, datiiig from tllc conillleilcemeiit of the sixth to 
the elerenth century, th:~t we find tliose nionameiits of' the 
Byzalitil~e style \~hicli uitiiliately aff'ected not 0111- tlie styles 
adopted in Italy, France, Geriiiaiij, a116 Great Britain, but 
Penetrated videly among the Sclarollic aiid Oriental races, znd 
was carried by tlie conquerilig Arabs throu;?i all the r;ortli ot' 
Africa and the greater portioll of Spain. I11 Italy illis is l?re- 
~isely the period of tlie deepest decline of art. After thc 
O~tro~oths arlllies or" Justi?iian, atlid had succulllbed to tile 
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Italy had submitted itself to the Eastern dominion, it sa 
nest inraded by the Longobards, \vho brought about the 
most einzular divirion of the conntry ; for while tlie great 
maos if the centre of the land fell into their hands, t l i ~  in-
portant coast regions, such partic:ularly as Rarenna, remained 
in the possession of the Byzantines. 

The earliest as ~vell as greatest example of Byzantiae ad 
and arcliitectllre is the celebratecl mosque of St. Sophia a t  Con-
st:~~itinople,built by Justillinn, who ascendecl the throne in 
527. Contemporary tvitli this Tvas the erection at Rnvenna, 
the capital of the Exarchate, of S. Vitale, founded by Julian, 
the treasurer of Juatiniau, about 530, and c~speciallg- interesting 
as har i i~g furilisl~ecl thc rliodel after :;.l~icli Cliarlei~iag~ie caused 
his catlredrd at Aix-la-Cliapelle to be built. V7e hat-(1 already 
a1lililt.d to the re111lnr1;;ible n~osaics of S. Vitale, b-xt of tile far 
more elaborate and snl~i~trtous decoratioiis of St. Sophia at this 
~xriod. scarcely a trace lias survived the cfects of wars, fires. 
and J1ahon;edan fanaticism. 

The natural desire of t l ~ c  Eastern church to convert tlie Jess 
and ,\Iahomedar~s, hot11 of whom reproached the Christians r i t h  
idol-~vorsl~i~),led to the great Iconoclastic pers~catioils nhieh 
n-e h a x  before referred to (see p. 62), anJ the final severance 
of tlie E ~ s t e r n  and Western ehrirches, ivheri Grcgor- 11.for-
mally eseomm~u~icatecl all Iconoclasts, including the Emperor 
Leo 111. himself, in tlie ?-ear F 2 6 .  One eEeet of these perseco. 
tions c-as to drive out over Europe a multitude of artists, mho 
thus planted a taste for art in districts in mhicll it nii$ 
otherivise not have taken root. I n  Germany,under Cbarle-
rnagne, the Greek artists from Con~tantinople and their pro-
ductions were ~ I Ithe greatest favour. 

But one curious effect of this persecution upon the Bxzav 
tine style itself remains to be noticed. The Iconoclasts did 
not direct their zeal so much against pictures as against the 
more literal " images" of sculpture. The consequence Tasl 
that tlie Byzantir~e artists, in order to give no offence,not 
only avoided the imitation of nature generally, and deprived 
their representation of all attractiveness, st least of form, ba: 
especially shnnned any approach to the appearance of rellet 
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1'': 

(particularly in the face), or anything that  might recall the  

the hateful mocielling of the sculptor. 3Iost of the other charac- 

eat teristics of the style have been already adverted to in  various 
rn- places. BJ-zantine painting, from rarious causes, ulti~nately 
led lost every spark of vitality, arid became as stationary as Chinese 

art. The causes which lecl to tlie settlccl character of Bxzan- 
art tine, and, as me hare noticed, also of Egyptian painting, will 
on- liiiemise exl~lain tile long-continued con~ent io l ia l i t~  

T?3 

of tlie 
in painticg of the Chinese, Indians, Persians, and otlicr Oriental 

''a, nations. Indian pairitiiig, hen-ever, like the Egyptian, has 
constantly been declining, the oldeht specinlens being by far an, 
the best. 

sed Thus, one portion after another of the Byzantine figures 
1dy became rigid, till even the countenance assumed a sn!!tring, 
far stricken expression. "A t  the same time," says Iiugler, "a 
his ;singular pretension to correctness of anato11i~- fornis a more 
'ee. odious c ~ n t m s t  to the departure from nature in  all other 

respects. Figures, in mliich no one limb is rightly disposed, 
hare still, as far as tlie form is seen, the full con~plement of 

ith ribs in the body, and a most iinnecessarg display of muscle in  
ich the arm." Tlie " figilre" ~ometirnes measures in length no less 
nee 'than thirteen heads, which is fivc more than antique statues; 
or. and the classical proportions are somewhat taller than nature. 
ror Another peculiarity is, that  tlle face is a l m a ~ s  represented i n  

the full view, the profile being. utterly unk~iolvn to this art. I n  
rho Fact, the Byzantine artist had sunk illto a luxurious handi- 
cht craftsman, who sought to make up for his incapacity for all 
rie- original composition by the splcndour of his materials. H e  
IIO' now rested satisfied with a mere conventional type ; for we 

find it identical tlirouglioot Europe; and this, as soon as 
an established and traditionally commnunicated, invariably comes 
did to be regarded with superstitious reverence. Accordingly, i n  
the one of the arguments adduced by an advocate for imsqes in  
iaS, the Bicene Council, a.D. 787, i t  is clearly said : " I t  is not the 
not %tion ofthe pairlter which creates the picture, but an in- 
l e d  Violable law, a traditio~i of the Catholic church. I t  is not the 
bat Painters, but the Holy Fathers, who have to invent arid t o  
:lief dictate. To them manifestly belongs the composition, to the 

CU' 
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painter on11 tlie execution." The church, then, having on@ 
decided upon tlie most fitting repreientation of any sacred 
subject, theie existed no grounds for ever departing from it, 
we need not, therefole, be snrprised to fixid that tlie pailltea 
of the Gretli cliurci~ to this day scruyulouzly suLiii;t them. 
sell eq to tlie " dictdtions'' of the "Holj  Fatliers." S o  chu~ch 
would, of conrbe, have ventured to dictate to a reall) lir~no 
art, ~vllnterer other per.~ecution iniglit be attelllilted ; and the 
deadlieis of tlie Bj-zaiitiiie scl~ool \?-as as ~liuch t l i ~  cause aj 

the eif'tct of sucli ecclesiastical interfrrei~ce. 
P(>rl;ajia t h ~  first mosaics in Iloule \vliicli distincily show 

Bj-zailtiiie inflneiica arc tliose i11 tlle tribuiie of S. dgiiese 
filori le ::!we ((25-G38); hut the style is still iiiorc eriden: 
in tlie rery extellsire ~iiosaica in tlie Oratorio di S. T7eiiaiizio3 
s side c!iapel uf the bal~iister:; to the Lateral1 (UO-S-l.4. To 
tlie latter part of tlie sevriith centurj- beloiis the last mosaic. 
decoratioils of iniportanre in I:a\.ciina, viz., tllose in the 
splendid hahilica of 6. dliolliiiare in Classe. The Ezarc!inre, 
~11011~vliicli tlie Loi~gohards 1l;:d eilcronclled, n-as ilolr seized 
by tlie Franlci ui1dt.r Cliarltl~lagiir, and iiia~le over to the 
Papal c1i:iir. From tliis tiiilc, I:aveiina, siili,iilK into insigni. 
ficai~ce, coi~lincct itself to a fc\v solitary deco~ations aiidto 
rep:iirs; a!icl to this circumsti~nce \re are iuclebtecl for the 
prc.serratio11 of ~ 0 1 1 1 ~  of the art  of thc earkil1ustr:ttioiis 
3Ii:lclle Ages not to be eqiialled el.e\vliere ill the ~rliole aorid. 
I n  t l ~ e  eirriitli and ~ l i i ~ t h  ce~itliries Roman illosaic s~iik,a 
r?g;rrds espressioii, allllost into barharislll. Solne exte~:sire 
and spl.~ndid \\-orl;a were, however, executed, all6 alllong the% 
the lllosaics iii S. Prassede, or, tlic Escjuiliiie Hill, are in 
markable preservation. After tlle closi, of the ni~ltli ccntuq 
the art seems aliilost to hare ceased in Italy. 

JIea:1~rhile, lio\verer, as tlie iilflueilce of Xome i11 luatten 
of L i t h  increased ailloll; tile liew nations, m i l e  of 
her arrangenients prerailed also, as, for instancc~, the plan of 
her cliurclies, so different from the I<;tstern form; end this 
plan \\-as assimilated, as the design easily could be, wit11 the 
olcl Roinan il~o~iumeilts still existing t l~ rou~ l iuu t  Eurolw 
rnoiiulnelits ~rliich would naturallj- be cliosell as oljects of 
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;,itation. Indeed, in many cases, the materials, colurni~s, &c., 
,f the ancient edifices n ere incorporated in the neii- s t ru~tures  
ill other px t3  of Euiope as i d 1  as Italy. Ke~ertiieless, the 
influence of Constantinople would be felt, if oiily coinuiier- 

From tlie sixth to the tenth c e n t u r ~  Con~tantiaople 
was undonhtedly tlie capital of the arts of the n o i l i ;  and 
nnlllerona ivoi'li~ of orllarlleiltal art, such as ii-ood 311~1 ivory 
carviiizs, ric.111~ i-ioven a i d  eml~roidered stuff<, illuniinatrcl 
mannscript~a:icl panel-pictures, alid ornainents in tile bnse 
aIld precions iiiet:ils, ti-crc c,irrieLl h3- traders, as well as the 
piigrim mon!;s and others, throilgiioi:t Europe. Tllcli, :?gain, 
from shortly after tile death of T11ei;doric t!ie Ostrogoth, in 
the gear 526, till tlie conquest of Italy by Charlemagne, in 
PI. the exception of the Exar- 1 , A ,  the liingc!oli~ of Italy, ~ i t h  

&ate of 1:arenna. ivns held by the Lo:lgobm.cl or Lombard 
socereigns; and, altliougll t h e -  inreiited an oriyinal style, 
al:ich 11n~dese~rcd  to  be sel,aratrly distiii,:~li~hed as the 
"Loii~~dard,"the? certail~ly &rived tlieir taste in art  rather 
from RJ-zantinm than Rome. Xoreover, Cl~arlcmagne, 11-110 
put an el:ri to tlie dynasty of the Lombards, adopted in a 
great measure thcxir style and natnralized i t ,  in coiinerion 
xith Byzatltiiie iliodels, in the 1)nilclings of Als-la-Cliapelle 
and along tlic banlis of tile Elline. Tlle Lolnbardic style 
received, llo~,-ierer, its chief derelopment in iiortllerll Italy, 
coniinencing with the remarkable grcup of ecclesiastical 
buildii~~s its influence at Pisa (1063),extending siibsequent1~- 
to Lucca, and mergillg in tlie Romaiiesquc during tile thir- 
teenth century at  Fiorence, Siena, Parma, 3Iodena, Pincniza, 
and Ferrara. 

Retracing our ive find, in the tcnt!i cei~tury,conaidcr-
able activity in the arts, iiot~vitlistailciil~g their utter degra-
dation, and tlie disasters ivhich b e f ~ l  them? anil tile 1)ersecuted 
Greek artists xiTi-re empln-ed in rarioox parts of Ei~rope. I n  
Sicil~ and Southern Italy, ill E w e  axid Tenice, they find a 
home. Iil France their st2-le ~vas  spread t l~rongh a T'elictian 
colons at Per;:ueux, aftern-aids at Linio,-es. Ger~nany, 
also, and Greece itself prejcrres many nioi!umei~ts to recall tlie 
fact of tllcir presence. Tlleir iiiil~:elice, lilie;vi~c, extended to 
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Asia Xinor, Armenia, tile Caucasian provinces, and among a~ 
the Sclavonic races. B u t  i n  the  eleventh and t~e l f t11  centcries 
a curious complication is h roug l~ t  about i n  Apulia and SicilSbg 
the  strange advent of the P\'orlnans. Frorn the  conrlllered Greek 
and Saracenic races t l i ~  S o r n ~ a n sadoptcc! tile arts those races 
(more l)a~.ticularly tlie former) cn1tira:eil; but  a t  t l ~ e  same 
time bleniled wit11 tile I{!-zantine a cliaracter partly Lombard, 
yet  still to  sonle extent peculiar to tllcmselves. Greet 
artists TI-ere, hoxvever, p~incipal ly em1)loyed in Sicily, t ! ~ ~ ~ ~ $  
the  poi ,~le i l c~,*ch,a feature then of coiilmon occurrellce in 
Sarnceiiie bni!ili~iga, was appropriated by the Xormans. Tne 
most el,!encliilspeci~nens of t l i eSor i i~an-Byza~~t ine  paintingsare 
the n~ob:~ics in tlie Ccitlledral of JIs.iirealr a t  Palerino. T!ie centre 
apsis contains an unusuall~colossal llalf-length figure of Christ. 

Tlie Zyznntine type is, llolr-ever, preserved wit11 far greater 
distinctness in tlie esceedillgly elaborate ancl extensive aerier 
of 11ioa3ic:: in  tlie church of S t .  Marli, Venice, the e:lrliest aal! 
and  cui)ol;t l~ictures of \v11icI1 go bucli to t l ~ c  elcrenth, and, 
periiaps, tu tile tenth century. This  m~uioilifieil ~~:e~ervatioo 
of tlic dy le  is esploinecl by the ~ i rc i im~tmice  of tile Tenetian 
republic !)eii;g under tile nolnilial l~rotectio!~ ot'Gyzantium aliile 
the  mart ii)r the enlpirc. of tlie East  and tile \Vest ; and, eren 
after a11 i )~) l i t i~a l  Co:i..tantiirojrlr llad ceased, the co~iiiesion 1~it11 
active co::~iiiercc I\-liicil TI-:I~iiiaintaincd becanie a co:i>tant bond 
of union. TVe ~ i e c d  not describe tlie gorgeoils l u s ~ c y  of the 
mere lilaterials cniploycd in the construction of St. 1I;lrl;'s; 
>uffici;.nt for onr purpose to  say, that  tire npper ~vzlls, rrctggon. 
roofs, anil cupoln.;, c o n ~ p r i ~ i n g  a S I I ~ ~ I C ~of lllore tiinn ibrty 
tliou~:,iicl s'lnare feet, are cct~-e:.cd with iiiosaics on a :old 
gi.0~11:' ; " a gigantic. \r.orl;, n iiii!~ even ail the ~ve:tl:h of 
r en ice  >!iiilt sir cent~uries in patcl!i~:g togrtller." S o  con 
siuicnt pian has btten nc!!iereil to  in  tlieie clecoratioils; and 
'very >t>-l&: ar t ,  the rc f~~rc ,  of wiiicii iiu~tri.iieil dnring there 
centlirit-, i. rcccgnizai~!e in  this edihl:e. lIally oft!^: ulos"ir.i 
were c ~ a . ~ t c i l  in tile bixt~~:iitli ceiitni!-, a11d Titi;;n siil)p~i~d 
cartocln. to ol:rl of the t1r.o celeliiated ilio>aicisti--tile brothers 
Z~icc,it;;: Tili:or~,tto aucl otlicr great pai:ltcrs lilicn.ise f11" 
nislicd ticsigns for these u-orks. 
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of the diurch, The artibts a:e all moillis ant1 nuns. T1:us 
the Xuasia:~ pcaan:it tliin!;~ tliis ~ t y l e  of 2.rt something i~leilti- 
fiecl v i th  as2 in~epar~tblef ~ o m  Cliriaiinnity, and tliz picture 
itself becomes sacred because its established i'onlls are siii.?ed, 
Picture tlie~cijre take the place of tltarms, amnleti.fii,!i~i'Irs, 
and lisuu,Y?old guils. Tliey :ire inciispt~nsablein ever! loom, 
and ?he Ilossia~itili.111;~he call never have eilough of t!:elil-
rich peninnis l~os>essil:y \~-lrnli. ciillrctioiis, Tliib e s l ~ l a i ~ i s~11:-

1:s 933 cli~~~clies, n-liere tlie trailition clinpt;ls, ax~ii ~llo~:asteries), 
of art, accor~li~i:to a!l erid.~~:rc:t.,hl;s been pre>erved xiti] 
E:~$ltiu~lgt.rri?iuciiy in one urlbrol;ui: course d~iringtl:ix!een 
hunbl?.edSeas.  Tlie object of the F~e:icll traveller v;ss t o  

.. -

' h ? ~ l i ? h e i lut~dertl,e title JIc$,,!ir!!i.J:,.,,'cgi.iri,h;,: C/!l<:iei!l.r.. 



sentatioll-tl~ese receipts b e i ~ l g  a s  strictly followed as the 
practical ancl tec11nic:ll f o r n ~ u l z  of t h e  actual process of l,aint 
ing. AIount Atljos, it appears. has  been for t h e  last fm 
centluics a 2mer:il academy of Grceli art .  Ahnost ereq 
Grecl: ar t i s t  1)iirsnes h i s  studies t he re ;  and thellce iauu 
mexihlc pictures on wood are  transported t o  Greece, Turliey, 

and Eus .4~ .  Jiosaic lvorl;, llo\rever, i s  nulv seldom heard 
o f ;  biit t h e  c;l!antiiy of frescoes is almost incredible. To 
sholv wit11 ~ v h o t  mpiili tg tl l i~se are  produced, 31. l)idron 

relates tl iat  h c  sauT nit11 his  or:^ cL\-ex a molili and fire 
assistants liniilt a C11rist aiid elel-en apostles, t h e  size of lie, 
wi thin  a n  mid \\-itlroilt car too~is  o r  tracings.l ~ o i ~ v ,  To ex-
l1lai11 th i s  apparcut :ir~i.tic flat, T V ~a re  to ld  tha t  these paintera 

b r ing  n o  tl~ciugllt~ ~ l i a t e ~ e rof t l ~ e i r  on11 to  t h e  ta.1;. Sot 
unly t h e  r ange  of tlleir ~ul i jec ts ,  l int tlie mode of representa- 

tion, even t o  tl'c smallest details, is supl~lied tllelll bytrsciition 

and old pztternx. T!reir " studies" begin by ma1ii:-ig t~acings 

from tile and~l-orl;.; of tlleir preclece~so~s,  bj- degrees they 
learn every compositioi~ an,! figllre: wit11 thei r  accomlian~itig 

arccsaorics, so entirely l)y Iier,rt, t ha t  t h e y  ~ r o r l i  .iritl~ the 
utillost ra!~idity aiid ~vi t l iout  tlic sliglltcst exertion of tllought. 

Iilc!ividual geuills or cliaracter n-oilld l ~ eonly a Iiiridrnnce,and 

ne i t l~e r  :?i!jreciated nor  understood. T h e  painter beill; the 
jnstrmnc~ut of one comnlon process, is of coursc q n i c l i l ~fop 

got ten ill Greece, thou,-11 his rrorlis m a y  be innumerable." 

x " I t  is r. rt.~il,:rka:ile ?act that t l ~ r  Uyz:intine .t!-le of art, rren in 
t11e.e tii!lvs, is c!ll~z~lli:~i races. 1~110.to t:le feelillf. UE ~('rtaiil 7Vc~terl1 
\!it!, smail tnonlr,i:ze :i:iil great dc\o:ion. tiilil ill the-c etrailge e.lllll 

(jiamrl picturt,~ fittill; il;centi!-ea for tltrir zrnl. iipcllu:ne ~yzantine 
3Iarlo1ina ijirt~lrc, or o l~crxecntell ill tlie ranie style, n-it11 dark f t C e  

-114 atif poi<!gnri~;cnt~.!viIl every\!-her? nlo-t ri,n!!iI:. obtxili the riljuie 
of n rnir:irnlc~~~ llicture-ail 11oiio1ir sel(I1,111 l~c-to~vedon tllc 
fini-.l~cdvork of ::r:. In ?!:ope tlic I:yzantiue part3 of 1i:tly ~~-1lerc 
dc;~uii;i;~iila-icd Ill? 1:'i:;c-t, :lie ci~Ili\.:~tionof llie stiiT 1l!-z2:!iil~~ 
t!-;,.. for l~n!~l:l:;r <lerot:c~ii.I r n s  m?.in!;~i!rpil in jaxtopo-iticn ;;-it11 tllat 
nf tlic 11io.t 1,ei.fictly rlv\-c!oped Sorii~ of l~:~intin:. In Vinicc, as lat2 
:3; Tile 1a.t liaii~tcrsof 'zacreil pici:ii.t,>' atill exi-tcd ; and iil cvi~ti~~.y, 
ga;,!es. to tli:i ,I:?)-. n Iei::on:~de-ielltr I?-i'l l~crii~it  none otlirr than a 
I!! zal~tii?e31:1(ltini1a.nit11 olive-;reen colnl~lc\;ion and reileil I~cnd.;~ 
lrG.l>:8intc(!1111 in lli; Lootll. \\.c ]]<.re .t:ind upon gromi!l to l<llich 

1i:inli I:!II,~~;;. all t11ei1. ~ I I ~ ~ I I ~ : I C ~ .e ]lot 5-vt iien~t~ated."Y,~.L:I ~I:II 
-Uoj,r!C~!.!. r!i'l'iii,,!;!~g: Tlle Italian Scl:ools, yol. i. p. 91. 

.. 



TEE r,OjI.ISES(/UE STYLE ; A S D  TBE LATEIt IIISTOEY 
OF 3IOJhlC. 

\vE 1 1 0 ~r~ t l lvn  to  the com:ilencement of the ti~elftl'til century, 
a strictly Rolnunestque style was eli!:liiiated in  central 

Ita]!- fro111 tile Byzaiitilie traditions ant1 the 111211~lifk of' the 
period. Tlrc origin of this style has  already received solne atten- 
tion (.ee p. 63); and the rcililrr will 11011-be ill a still better p s i -  
tioil to ?-iiiilate tllc 1-arioiis c!ell~ellts ~vhicli contributed to i ts  
formation. The ~ I ~ I )folio\vi~ig iiirt;t~:ces sIio\v l)erhalls, it1 tile 
departu;~:lt of mo.aic, nlosifrerciom froi:~ Il!-zalitine iiiflileiice ; 
viz., the ~l;os:lics ill tlie Lahilica of S.JIar ia  in Tra!lstcvere 
(139-1-1.53),aiid the  tribune mo>:iics of the b;isilica of S. 
Clemeiite iii Iloii~c. 1r;ill p;iiiltin:,- reapprays in this century : 
rariocs specimens stiil esistillg. Fro111 tliese Ive s a d  tha t  the 
rise of n;edia.~;~ll~3intinji in Italj- 11-as not c o ~ i i ~ i c d  to  Tuscany, 
as moderll Itn!inn n-1.itcrs on ar t ,  being ciiiefly Tuscalls by 
birili, 1vonld lead us to  believe. 

Earl\- in tlie thir tee~l t l i  ceiilurv tlic Ita!i;inu in Florellce 
and elac~vliere began t o  cxccurc 111o.aic ~\-orl< for theinsel\-es. 
Andrea T~iii, ~ r l i i l t  reiicling in Teiiicc, i a  xaid to have g i n e d  
the good~vill of a Greeli p~Li!~tc.r~l:imed Al~ollonius, so that 
he taligllt Andrea tile a r t  of mosaic, ailcl acco~llpanicd him 
to Floreilcc, ~rlrere t!~i.y exccl~trd in  coi?jui~c:ion tlie ~no.;aics 
in the tribulie of tile old cili~rcll, no117 tlie bul~tistery of 
8. Gicr\-an~li. Tafi, alone, n f t c ~ \ ~ a r i l xrsccatcd a figave of 
Clirist four;cc.il feL.t l ~ i ~ l l ,  ~s-liic:ll Taairri saj-s s1)re:ld his l'a~ire 
throu;llol;t Ital;-. CL,u:einl,orar- wit11 Ta5 =-as Jacopo da. 
Tlirrita, r~ i lo  collii,xcti.;l -olniS rv~uarli;tlle mos;iics ill Sta. 
lIaria :\Ia<r,:.iore ;1i l:olll,..~ i ~ ~ ~ ; l ' , , u e  :lrtistsdirectiail sevcr::l >a 

who \\-oriird upon a Illoaaic a t  Pis:\; : ! I I ~  Gaddo Gadili, the  
friend of Cim:r\,lle alld ~ ~ f i ,and tlie Suthcr of a rare  or  artists, 
executed, alnoila otIler woliis, a '< Coroi~atiun of the Virgin," 
over t l : ~l ~ r i i ~ c i ~ ~ a ldoor ill sta. I l a r i a  clel k'iori, Florence. 

7 .

h i t o ,  albo, as \\ Jl ai Inany, if 11ot all, of thc  e a d ~  y!'ioren-
tllle l>:tiiiters, ljmctisvJ illis bl.n!ic1l of ar t ,  I l i s  crleblxtcd 
K~";cellcr, Il,-,.,\- ill s t ,  pc.:i.r'sat  I:cme, \\-as executed fur ti^ 

."Gii.llt basilica. It rellrt.amt" sllil~ ~vi t l l  the dis;ip!cs On 

H 
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a n  sgitated sea; the ship denoting the  church, accnrtiingfo 
tlie earlv Cl~riatian syn~bolization. The mosaic has beenso 
frequently repairecl that  the composition alone can be 
bnted to Giotto. dlebso Baldorinetto, one of the last mosaic 
painters \ve have to nlention, taught tlie art to  Domenieo 
Ghirlandaio, ~ l ~ o  executed, in conjunction rrith Glierardo, 
some mo~aics  ill the  Doomo of Florence. 

Before concluding this subject, one or two varieties of 

mosaic deserve a passing notice. Several modern Orienta] 
styles were l~rohab!~- foun~ledon the art  of Bpzantium. Thus. 
the Arabs, haring bccoirie po~sessecl of the materials of mosair., 
and represe~itation being fbrhiilde~l by l\Iallomed. 
they \\-auld naturally arrange the pieces of glass in geome 
trical patterns. Glass tesselation, of merely ornarnenral 
character, prevailed also over Italy for many centorie. 
Tesse1:rted 111nrLle work, asually of porphyry ;~.i~cl serpeniinr 
(reclclish-pt~ry~le and green-ccioul.ed), rvas used for church 
pavement for n still l o n ~ c r  i~eriod. Graduall- tlie '' !?lorenti?? 
nloa:iic," or ope/.n (7i cu1i21izesso (set, p. 81, note), n-as iutro 
dnc~cl, nlid ever; pictorial reprc~sentations in  niarblcs \vrrr 
applied for p,iven:ents. I n  the Uuoriio of Siena tlie pavement 
by Ueccati~mi exhibits 1al.ge and elaborate historical compo 
sitions in light, half-tint, and sliado~v, by means of tlle COP 

trast of t h e e  marb!es only. 
We may lilielvise nlention, as a spe<:ies of mcrsaic, the 6. 

geons enaniels upon gold r ~ - l ~ i c l ~  an especial department was 
of I3:zantine art. One of the best existing examples is, per. 
haps, tlle Pala d'Oro, tlie altar-piece of St. Xark's, Ve~ie, 
x~hicli \\-as ordered to  be tlle most costly that ~onstantinopl~ 
conld f ~ ~ r n i s h .  It conjists of a riunlber of delicate gold 
pla.tcs, upon~rl i ich Christ and the saints, with biblical scenfi, 
and the Life of St. Nark ,  are represented by engraving and 
in ena~nel  of the richest and deepest colours. 

Tarsia, or the art of inlaying moods, stained, or of differen! 
natural colours, so as to  represent architectfire, landscapYL 
and various ornan~eiital objects, mas much employed in Ita'!' 
i n  the seventeelit11 century. 



1. JI ISShL ASD OTIICI: 31s. ILLUJIISIITIOSS. 

~?'cXI:nmny centuries durin: the JIidclle Ages ixissals 
I=/

1 -.> ( 7 i r ~ ~rl'bex,,e.s) auil othw hoolcs of prayer Tvere the 
J oal~-literature and tlic role study of a $eat iinnrber of 
the people. Tlie moi~liish scliolars ancl clevotces especially 
delighted to embellish these boolis, ~vliich formed the charm 
and solace of their n~onastic existence, an& supl~liliecl them 
nith a liilld of sael.r!l occ~ipation. Tlie \~orlis  of art in t h e s ~  
boolis being of srnall diinensions, aiiil as part af NSS. ~ ~ l i i c h  
codd not he m~lltiplied by printing, having a valne beyond 
their illiuci!:ations or miniature paintings. there TV:IS both 
geater facility and :renter interest in their preserratiotl. A11 
the older speciniens being alho yaintcd on rtxll~~m, there Tvas 
little danger of their dccay tlirouyli time. Panels, cnnrayes, 
and paintings on walls, on the other hand, independent of the 
difficulty of their remora! and deposit in safe places in cases 
of emergency, were constantly es~!osed to injnries from ~~-hic l l  
the illu~iiinatious of JISS. IT-ere l)resrrrecl, from the habit of 
depositing then1 in l~!accs of sat'etj-, and from their being 
closeid from the action of the atniospl~ere. 

IIence, vhen a hiatns occnrs in the history of the art of 
rarious coimtries, it can frerlnently be filled up by the minia- 
tures in these books, which are generally to a considerable 
erterlt an index to the state of art in other departments. 
Thus, as Dr. \\raagell* says, "the English specimens supply 
the only means of tracing the liistorical derelopment of 
English painting from the 9th to the 16th centuries." Nore-
over, being painted for tile most part with opaque coloure, 

* Art Treasuresin Grec t Britain : The JISS. of the B~it~chMuseum. 

n 3 
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which, 1~ei11gof mineral or eartlip extraction, are the most 
durablr, the colouring' is s ~ r p r i h i l l g l ~p111.e a11d brilliant; 
and even when the  n l o x  fLpitive regetable tiuts Tvere em 
ployed, fro111 the way ill ~vllich tiler 11are hcen protected from 
lig-!lt and d;i~:ip, t11t.y have faded far less tlian if tlie!- had 
been espost~d as in  other 1~icturc.s. The style of any particular 
periotl is, ho\ve\-er, ilot always to hi. correctlJ- appreciateli from 
tlicre pc.r!jrina:lces ; i h ,  \\-lien the 11i~l ler  qu;i!itics of art are 
al~iioht entirely a b e n t ,  Ive so~iictirncs find a rc~mnrIi;tLlede. 
relopmelit of the  mere decorative portions of l !ai~t t i i i~.  For 

XSS. is rc11letc ~ v i t h  intercht ; anil the ar t  o:' de~i~~llerin: 
a~~c ie l i t  or pal:~o;raj~lty, llas reci.ii-ed of lzte !-ears~ r r i t i ~ l g s ,  
some of the at te~i t ion it deserves. JYv I I~LI : ,~ ,  Iin~i!llo~vevt~r, 
t h e  few rcmarlih our q.nce permits to  cs:iml~les in  tile art ol 
illuminating, or i i ,~~,ii , ,y,  it was But i;as fonllerlJ- called. 

l>alilnpx'st IISS. Tl~e.*e arc  NPS. 1vhic11 11are been tnice 
i t . From i l l c~difficulty of l~rocurillg rrllnm, the  medi. 
z r a l  calliXra!~liers f reqr lcn t l~  er~ised the writitlg of iomi 

antique IIS.to  1nz1;e w:ty for their o n 1  ; hut  cllernistr~ hai 

fur~iished us tvitli the  Ir:c.ans of lnnl,i~;g tile original 1-isible. 
Tile \\-ord '' ~ltini;itrire" dcrires i ts  origin from tlic l)racti~? 

of lvriting thc 1.11bri~s or i1liti;ll lettc.rc, k ~ . ,~vi t l l, , l i , i ;u ,d ,~r  
red-lead. The Y~CIICII " to  letv~111 illn111i11~:r" is s r ~ ~ q ~ o s e d  
derived fro111 tlie custo111 of' illuiiiin;itil~g or  l i e i ~ l i t c ~ t i n ~  
ligIlts \vith golil. '' ar t  of' 11iiiliatul.c l i a i ~ ~ t i l ~ g  T l ~ e  n as dirided 
illto two b r a ~ ~ c l t c s :  the 1 1 ~ 0 f ~ d ~ o r s  fi1.d rrcre of t!le 

http:lettc.rc


~- ---- ~ 

* X ~ S .3le1~riGeld'sd,icii,zt Practice, kc.. 11. ~six. 



102 PAINTISG POPULARLY EXPLAISED. 

hy Dante in canto xi. of the P z l i g n t o ~ i o ) ,John  Van EFck, 
Squarcionc, Cfirolan~o dai Libri," Xemling, Gherardo oi 
Florence, of the school of Ghirlandaio, ancl Ginlio Clovio. B,,t 
most of these were equallj-, or still more distinguished in other 
branches of art. Xemling, the Flemish n ia~ter ,  was perhapr 
the best of all illuminators. Tlie Italian, Giulio C'lorio, the 
pupil of Giulio Romano, produced, lio~t-ever, some extraor&. 
ilarily elaborate aiicl liiglily fi~risbecl miniatnres. Accordin! 
to  Vasari, lie spent nine Fears in  executing t~ventj--six mini. 
atures in a. breviary of the T7il.fii~l i(jr the Cardinal dlccsa~dro 
Farnese, now in the Roj-a1 L i L ~ a r y  at  Sapies. A I I ~IIr, 
Hunip1iri~~-s Books of  the  IlIiild!?tells us, in liis I / l l i~ iz i ,~cr fe t l  

Ages (\\-it11 tlie bcautifrJ illustrations by SIr. O~veii Jones), 
that  a. nledal vas  s t r~xl ;  in Iiis honour. Attarante, a Floren 
tine artist of the fifteenth cc>ntur-, was n very celebrated 
illuminator of JISS. A magiiificcnt n~issal  11-hicll lie illumi. 
nnted for 1\It~tthi:1s Corlinns, Iiiii;. of I I~mgary ,  is ill thr 
library at  I~rnasels;  and the former regents of Belgiuni usd 
to take their official oath upon i t .  

Tlie pig~ucnts eniploj-ed \v?rt- prcpared wit11 tlie greatti! 
care ;ant1 Jvere commonlj- preserved by steeping sniall piecesoi 
linen cloth in the liqnicl d-cs-hence caliecl "clothlet colourr." 
When the colours \\-ere required for use a sni:lll Lortion d 
the cloth m u  cut oif and placed in  a shell coiitaining 
water, alld the tints were generally converted into "bod? 
colonrs" by tlie adtnirtnre of ~vliite, tbr we seldorii find the 
shading transpare~it. The veliicle \\-as egg, g ~ u n ,  or gh?, 
dissolved in lvater, but usually diluted suficientlg to l r r i i  

tlie surface dull and unsliir~ing. L)';Igincourt,t lloaeve?, 
mentions some lniniat~nes, the colours of which are insolub!i' 
in  water; and Dr. Dibdin: stiitcs, in describing the iiluml, 
nations of a JIS. of the C'ocles Justinianus of the fi,urk@ntb 
century, that  on close exanrination t l ~ e  colours appear to harr 
been mixed up with a, glossy material not u111il;e oil [?I. 

* So namr,l-drri Libri, 1iter;~lly "of t l~ebooks"-finm his ?mpJo'. 
ment. His fi~tiler, Frarice~co dai I,ihri, was n130 a cclcbruted t l ' ~ ~ - ' ~  
inferior illumioator. 

t .VOII~LIILKII~Sd'drl, kc. f ,\h~.thenz Tour, p. 603. 
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illur~iinated318. Creeli and Roman JISS. lilie\vise liad their 

Vatican. It contains fifty miniatures, but d r s ig~ i  and esecn- 

are ronie of tile most valuable 3Idd. lino\v!i. Among tliese 

aorl; of the  best early Cl~rietiaii time. It is a .colz!i)ze~~,or 



are copies of earlier Roman \vorlts. F o r  instance, the most 
ce1ebr;ited C~~rlicrsof tlie t i~i le  of' the 3l;tcedonian enlperon, 
now in the Bib l io t l~ i~q l~e  Irnp(.riale a t  Paris, arc col~ies and 
fie-sinliles of the best Roni;~l lo-CI~ri~t jan ~ v o r l ~ s .TIIPfinest 
miniatnres are coi~tained in a corlcx of Fermons h-y St .  ( ; r ~ ~ ~ ~ ~  
Saziaiizen ; and sonic of' thebe arc r~1>etitiolls of eo l1 i1 )o~i t i~~~  
of the fi!th and sixth ce~ltul,ies, repre.entiug tile l ~ r i ~ l c i ~ ~ l  
events fioni the crentic~n of the \\-orid to  tlle time of St. 
Gregory. A 1'b;ilter of the  ni i~t l i  is still 11101.~illfer.C C I I ~ U ~  

csting, from i ts  n ~ ~ ~ n e r o u s  of n;ttnr:il oi:iecis p e r s ~ i l i f i c ~ t i ~ ~ s  
and a h ~ t r a c t  qilnlitics in  tlie mailner of the a;:ti!li:F; thp 
inrention of \vhich tile art of the time \\-as t o t ; ~ l l ~i~~c;i~iable. 
Aluo11: \vorlcs e~scntinlly I<>- r ;~n t i~ le  is t l ~ r  \rrll-li;~oml iostlr 
lIenoloz:i~~lii.or ctrle~lilar, v:ct~.ut:~cl a l~on t  1l t1)O.L.I!., Lir the 
E r i i I l ' l ~ o ~ l ~ l ~  tl!?rt, l ~ c i ~ l ;buti rn lx~~f i~c t ,  
the ~ I I ~ J I I ~ ~ I S  T inc!11>iveJ it ~ , o ~ ~ t a i ~ ~ s  !i,o111 S:>ptt>n111 to F~~!I I I I ; I I ,~  
no 105s t1l:in -!SO sl~lendid n~il~i , l tures  a the011 gold xrc~n~:d, 
o  r  of i  t  t i t  l  o I I I S  I t i t The 
su?!jccti inclltde sccnvs !io!n tile liiil of C'll~ist,tile l iv~ ;and 
inart!-rc1o1:is of tlie *:lints, alrd ille 1iihtol.y of the cIrurc11, or 
rat11t.r its synods. 

T l ~ e  niore i~nportnnt  Gr+eli 3ISS. are, ho\i-cri.~., of the 
period of' the Con~~lc.ne en~l;erorc-fioni 105(; till 1201. 01 
these tlie Do!li~icrt;c.rr Prc~i./lrlircor C'oiillilete L)zi;.li.i\.e dr 
mour a,qainst He~ .e~ ics ,  ill the \7atic:~i~, ia renrarl;:ll,le for its 
brilliant ~ o l o t u r i n ~  ;:lr~~:ents:e n d  the btilf sold-ei~~l~roic!c.rrd 
while a collectioir of srrn:ons fbr tile feast of the T i l p i n  is 
note\vortl~y fbr the 2re:it l ) c ~ ~ u t ~ -  of dvt,or;lti\-e ornament in its 
initials. An Errr,il,cltr,,izci,,, or the lbur (;osl~els. ('zerofed 
in the  reign of Jolr;innes Co~llncinls (B;lifiofeccr(l'~i,biiio). 
i s  also intcreating ; and a 11s. of St. Jolln Calin~acliila (1" 

the  Vatican), rcl:\- clrli~~atelJ--esrclit~(~co~itnills some and 
cnrious designs. I t  is cnlled %'he Ladtlc,., iioin t11e f* 

rouri t r  allegory of the Virturs 3s the steps l('adi11: 
Heavc~r,  and the Tici,s as t l~ose  ~ ~ - l i i c . l ~  TLlead to  IIeil. 
BIzantine irliniatures o i ' t l~e  tllirteelrill century partake of the 

gt:iieral degeneracy of' tile stjlc. 
JVc have (13. 63) Dr. liuglcr's reasons for believlnl 
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lrorks n.:~iusn;il, though pur-ncd c-ith less -1uri-liiie-s of 
filailne?. beilig trextei! n:ore in tlic: spirit of a f ie< r<~pL~ti t lo i i .  



106 PAISTIKG POPULARLY EXPLAINED. 

in  t l ~ e  British 3Iuseum, of the early part of t h e  fourteenth 
century, which was presentecl t o  Queen N a r y  by Ualdvin 

.Smith, represents the a r t  of the  period unusually well. The 
celebrated Bedi'orcl miss:ll, now in the possessio~l of Sir John 
Tobin of Liverpool, rrho purchased i t  fhr 11001.,was executed 
in France Ibr J o h n ,  I>nl;e of Bedk~rd ,  i n  the  reign of Henry 
the  Sixth, and coiltains tile only knon.n portrait of the fiegent 
of Prance. Tlie great ri14jvrity ot' i l iuu~~inated books vere 
relii$ous ; soli;e few, l i o ~ e v e r ,  such :ts rtrm;\ncex, \\-ere secolar, 
and are !)articr~larly raluablc for tlleir illustrations of costiiml: 
kc.  Oi'tliese, one of tlie :nost freqnently clworated c l ~ u , i n ~  the 
fii'teentll ccutury w;rs the  E ' ~ e n c 1 ~  rle R o s e ,  aR o j i ~ l / l < i i t  111 

poc111 ot' tile tliirteentll cci~tury.  Tire British Jluseiun cop1 
is co~;ciderctl tile nloht bcariti!iil. Our national coll,.ction ol 
JLSS. is n o s  w r y  rich, slid at1dition;ll f'acilities for obtzioinq 
solni, !ii~oivle~lge of maill~sc!~i;~tillumi~iations 1i:ire been 
alibrdeil the pobli,: of late by the  exllibitio~l of the  p~tintii1~~3 
in glass cases. 

O .  JIISIATCRE PAISTISG O S  IT701:T A S D  ES13IEL. 

~ I I X I . ~ T ~ R E  since the  invention of l ~ r i ~ ~ t i i i gP.~ISTISG, super 

sedcil t!~c t11.t of the ~ a l i i ~ r a p l ~ e r  
ant1 illuiiiinator, lias been 

couti11c.d 1)l.incipally to  portraiture, and the ancient re!!~im 

has been cliscardecl for ivory ant1 ena~nel ,  Ivory is prer'erred, 

for the soft semi - t ra r l spare~~c~  i ts  t e s twe ,  ~vllicll cow 
of 
rnunicates a pec~iliar delicacy t o  the colonrs, cspecisily the 
can~at ions or  flesh-tints. The  ivory being cat  in  thin s!ieei'! 
requires, l~owever, on account of this property, so~nethi~~gpe' 
fectlg rr l~i te  and not li,ible to  tarnis11 ;it the back to serreasa 
foil, other~vise the e f k t  of the  painting niight be quite de 
stroved 11)-tile darlinexs of the snrfict: l)ellincl zho~ving through* 
I ro r j -  and enaniel beiu: quite sn~ooth,  ancl \vitllo~lt texture 
or a l ~ o r b ~ n c y ,  i t  is inlpossiblt: to  spreild a flat tint. lTkh 
the  n ~ o s t  clesterous handling, a little heap of colonr xi' 
collect ~vhere  the brush first touches or leaves the surfares 
and t!~e i n t e r v e ~ i i ~ ~ ~  space, n.hich i t  ruay llave been intendd 

to corer n-it11 an even " \ra,l~" will present so~nethillg of 

irregalarity of a flow of water on a greL1.y plate or pu1ishd 




116 table. Hence it becomes necessary to  fill c p  tlie interstictxs 
.in of these iricgul,~rities xvith hatchings ancl atippli~ip~.; (.ee 1). 15). 
he The point ancl steel scraper are  both llsrcl, to  Inore rapidly 
hn orocure tlie desii,ecl grad.\tion, as \-re11 as to obtain mccha- 
.ed nical rcgul;i~.itj- in tlie stippling, mliicli has been much soaglit 
.TJ for, i~artici~lnrly by Preuch artists. It is t rue that the labour 
!at thus involved may he avoicled in certain parts by tile use of 
:re body-colours-that is to FA>-,colonrs yen~lered opailfie by t h e  
ar, addition of white. 15ut bocly-colour \\--ashes, finm their un-
It, mai~a;.eable nature 011 ivorl-, can o~ i ly  be u ~ i !in portions 
Iir <-hicll call be corerid nt ouce. or ilo not r e y ~ i r e  mnc.11 fiuish, 
a sucll as 'uacligro~u~cls aud t1r;rperies ; anrl liere the surlitcc of tlie 

PJ irory is, of course. sncrificecl. Boclj--colour applieil in  this \~ -ay  
0: rill give au tLven, fiat gr:i(la:ion in a bac:ligwund, and ~ l i lpa r t  
us a clofh-like eRect to  tile representation of the nioderri illale 
'a costlirne ; but, fro111 the difficulty of calculating ~vhel: '' \vet" 
SJ the iliference of tone tlie body-colour will assulile 1~1ren clry, 

it is useless for flehli-painting. if spread in coats so as to cover 
the ivory. Opailoc: and semi-opaque p i p e n t s ,  of' e t i r t l i ~  aiid 
mineral extraction, were, \vt: liiio\v, urc.,d ill thc  flchl~ by the 

?P ancient p,iiiters o n  velium, bu t  tiien they were lightly
'en stippled, not Ioaclecl; aiid s11(*h p ign~cn ts  inay be \\.orlied 
131 tran>parently in  the  same \ray on ivory, tho~lgl i  the liioclern 
id, miniature painters prefer the more transparent coiours. 
m lJvhere body-colollr, therefore, is laid on in certain parts, SO 
he as to corer the snrf:ice, and the ivory sho~vs  t l l r o ~ g l ~  in other 
ts. portioiis, the ~vorl i  ctln scarcely be liarnlonious. For  this  
'I' 
 reason the use of body-colours, wl~icll were extensively, and 
j a are still employecl by Frellcli 1ilirliat11re-piti11ters,lias been 
lee discontinned by tllc English arti.;ta of tlie present ccntury. 
;h. Gum-\\-ater is the only vehicle besides simple water ernploged 
ire mith the transparent or body-colcurs. 
;h The large size of modern miniat t~resmay excite some 
iU curiosity as to  how a sheet of i\,ory m u  be obtai~red so inach 
re, larger than the dialnetrr of the largest elephant's tusk,  espe- 
d cially when it is l i ~ l ~ \ v ~ ~  tha t  the sheet is not joinecl, a.: nliglit 
he be supposed. Tile toslt is siuiply s a ~ v n  c i rcu la r l~ - i~~olilcr
ed rounr! i ~ scircunlfirerlce ; tllc i\-0i.y is then steatlied, 
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and  flnttenc,d n ~ i d e r  11-dmulic l?rc;si:re, and  fiilalIS- mounted 
~ v i t l ~caoiitchonc 011 a innlrogauy panel. 

Etlalnel 11::illtin: llas the  zreat  reoinlnendation of I - i e i ~ l ~ ~ ~ ~ ~  
feeti>- in:!c.t.inctible. Specimens of t!iis a r t  a;il~?ii.il t o  llottrrr 
are non- in c~xi-tcuce wliicli 11:trc not c!la:~;,.c,d tlieir ILIIC. dilring 
3000 years. Tlie e~lanlel  t i n t s  011 E;j-ptivi iclo:.:, scnrabei, 
ne:li!acc-;, kc.,  a r ~ ,  .~i~rr i iar  ~i i l \ : -p~c.cisi.1~ to  t!le co!o':r. ;irnducrd 
by tiir  cu:\n)eller. Tir c cli tiicn!;~- of lianillili;. tlw 11ru.ll i q  q i ~ i : ~  
a s  reat at 8.: in yniliting on i rui ,~- .  I3ut n ihr ;re:iter technical 
difficnl:~ iq tlint of c;i!<.irl:iiiny tlre exact r15ct oi' tile plocrss 
of iil,in? tile cnamel. ill ~tltcrin: t l i i~  !II;~-: oi' tile ic\-cl,nl appii. 
cations of i.o:onr. Fitle cc,!oni.ii~g i-: t l ierehi~e r:ir:'l;< lilllnj in 
rnainc!-. ? I c ~ r r o r ~ r ,  e t i :~ !~~e l  list of 1)i;nlents is :!le ~~:~i l l tc i . ' s  
lilnitcrl to  t!i,,<e prrpal~eil ii.0111 ~~: i . t ; i l l ic  :!iiil ~iianr o s i j  I - .  

mc.t;i!.; are !~r~.filctly I-.(.!P-~ (>:I accolu~tof tile 11;-!: cAyi.~e of 
hila: t o  nliic.!~ etln:~!cl y:ti:itili:~ arc  5111jpc;l>tl. 11veli.i.ii ~ciencc 
l~:i.;, lio\\-c\-er, rlo1;e ~ i ~ l : c . i ito  ?1111111!- fllis cieficiot~c~. ll'ii,. c,olourr 
are ~ i ~ i s t , ~ !  I;~i-rii:li~r.o r  wit11 :pi~its ofn it11 oil of .*;)i!ie or  
t u r l m t i n e .  Tlit'se e.sscijti,~l oils ~o!;itilize riipiilly uiider the 
effect of l!?:rt, 1~1ittlic. l i r t ~ l  oil.: \ronlcl c.:~ii..c tlie e:laii!el t o  
hiistt~;. Tlie ordi:i:iry h ~ i r h e sof the  l!ait~ti.r in  \~-a!e~-eolour~ 
are it-ed. 

cstriict t!ic fol lo~~i i i ;  va!nuLlc 1.~21131'1t~ e~-i:i!ilvI yaint. 011. 


i l ls.  ant1 acco:int ot' tl:e ~,ioccs; einplo~-eil 11~- t l ~ cn~,~i.t::of the 

p ? t ~ ~ ~ ~ ; t~ : I J - ,t iom t o  tile Ai,.f
a co~irm~~:iii.ntion Jl,~dri;ni,in 

18-51,by 311. 11'. E.sizs. Iiin:*c!If (:I. XI-ell as Iiis l!l,i:l:e~) an 

cunrnc! iniliter o i ' ~ e ~ ? l ~ t ; i t i o ~ l .  " ci~:ime!of
l i e  r:)y.: : I'ictnrcs i i ~  

any iit-i;!o:~ti~ncea- \~-\-orl;r o!' :rrt l;;,\-e been very r:iri,I>- l~roei~~ced 

unt i i  ~v\.ill!iu the In,t c.is!rty . . I ~ J I . .  ~:it!1011$
or  11;nt~tv x-,>;lrs 

Pt~tit;!t. ill t he  rt,ig11 of L o i ~ i sXIT., clrt,~: 11.itIi t'~ql~isite 

n t a t : i r ~ s .  lie soli!o~~i ~ T ~ J L ~ I I C C ' ~ 
elialilels n-liich aiii;c.c! at ~u@*e 

t l i ; : ~ ~  fiilis!~, :tii(l llie 11nnlan 
~!~ici.~.hc~ol,ie acc.lu.ate dr:i\\-ing ,.ctf 


11e:rd. H i s  ~vorl;.: gelterall- me:i;ilre fro111 ;i(o~out :ill inch and 

a !~nlt' to  two  illclies i n  dialneter, and are us~i;illy either 

culnr or  orill. It n-a9 resclrred fbr modem ti111t.s t o  trS a 


- ~ 

* I t  is foreign al.ti-t$. Ilo\\-el-er, pal.ticularl!- rllose of Jlulli~h,lThO 


h a r e  cliicfly d~rtil~gll~..Iied ill t l , ; ~  of.81.t. l'lle late
tI8tt11~elvils ~ I . ~ ~ I I ( . ~ ~  

Nr. Uone n-as one of tlic be>t I<tlgiisl~ella111~.1 of our time.
l ~ : ~ i ~ ~ t ~ ~ s  
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texture; :,nd tlie delicacy of tile nlobt beautiful miniature on 

abric.f iicscriptiun of l~rucedure ill i11ea l t  cf enal::el;inq :-
"To 1nn1;t: a lil~tfefur the a ~ t i s t  to  pai:lt ~ l i o n: h piece of 

g ~ Wor copl~er [ilsn~llj- gilt] being ellosen of t h e  ~equisite 

t30nletiinesa liiglilS-ii~~islii~Je~,anicl rcqnires lii'ti,cl: 01. tnentg 
fi'illb'.j. G ~ v a ic:ire aluat LC t2ke:l $0 kailll \v\.ith~ut erl.UT5 ~f 
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a n  Itilicl, as tllr coloiirs cannot be pairlted out or taken off 
(as i r ~  water or oil) after they have o~lce bee11 vitrified with. 
out incurring excessire trooble and loss of time. I f  the un. 
fo r t~~i ia te  the fire on hi3artist rni~calcuiates the effect of 
pik:merlts, llis only niternatire is to grind o u t  the tainted spot 
wit11 pc;unc!ecl flint and an agate muller ; and so hard is the 
snrf:ice tllnt n scjnare i~icii \Till probably take him a whole dq 
to  accon~pli~il." 

Silver is very scldorn used for the snhstratunl of the plate 
(orp1itq::e) of' cnniliel for painting, because liable to blistel.,;lnd 
brass is too fbsil~lc. Ena~ilcls are produced in great rariet!, 
but all are of a ~ i t r e o u s  natnre, although either opaqnc or 
tranapaient. TJ7llite opaqlie cuan~el, n.e hare  seen, is used 
for o i l ,  11nt rntinie1s of various colours are used, so to 
speali, for pxintirrg riitA. Of the latter, which is a species of 
moraic? so111e description of one or t\vo varieties llas already 
been oikrid in our acconnt of a~icient and U,vzanti~le iiioaaics. 
Then, aqiin, tlle painting on or \Tit11 these enamels, which are 
all alqjliei! ti, met~rls in various \~a\-<. , is to be distinguished 
froin painti;-y 011 potter)-, rases, illajulica, poxcelain,ancl cera~uic 
xror1;s ~ ? l l ~ r t ~ l l y .  

Pa i l~ t ing  on ivorj-, to which in orclinary usage the vord 
"miniature" is gc~ier:~ll~-, rvithout reason,t l ~ o c ~ h  conhed. 
and the species of enamel paillting, the process of ~vhich is 
above describe~l, lanliing deservedly be5;re other rarietirs of 
rni~iiatnre ~)i~i~~riilg-bro:ltily urrderatooJ,--\\-e shall $re a 
slight glance at tlicue arts and their I~istory before of£erin,o r 
fern remarlis upon those nearly reseillbliug them, but geiierall! 
inferior. 

BIinisture painting has a l ~ m y s  heen l~igS.i~lye~~eerned in the 
best ages of art. l\ii~li,itnre portraits ilia!-, in historicill interest! 
eve11 challensr co~nparison with large oil portraits." Thej 
are rq~lally valuable as records of costume; and the 
size of nliiiiatures f ' r eque i~ t l~  alone secures their preservation^ 

* Fl iere ,  for example, can two large portraits be produced 
greater historical in te rc~t  than tl~oae ~TT-o lrighly-finidled mini's ~ ~ ? : ~ l l  
tines by EIolbein in tlle JIeyrick collection-the of Henry 
VIII.. sent to Anne of Ckves, and the returned one of Anne. 
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historically valuable, but the artistic difficulty of the reduced 
scale renders it in some respects rnore precions, for Lve all 
know t!iat a diminislied reseniblarice of an object afYiori!s 3 

n~inuti.nc?;sof such \rorlis c!ces not preclnde the possibility of 
their pos>eksing all the qualities of high art. I11 proof of 
-which, Ire nliglit acldocr the sinall picture of "The Tllree 
Graces," by Raphael himself, or his sublime "Vision of 
Ezeliiel" in the Pitti Palace, Fiorence, as \\-ell 21s renl~incl our 
readers of snlall pictures b -  Correggio and other of tlie 
greatest rnayters, not to ~ilention iuost of the Diltch painters. 
If, indred, r~ i i~ l lness  of size \\-ere any oi~jectior. to a orb of 
art, we sllonlcl not esteenl sonic of the iilost cscli~isite remains 

JIiniatures hare, moreorer, tender and romantic associa- 
tions seldol~l attached to larger pictnres. Xaily a. miniature 
has been liissed by d ~ i n g  lips. These humble peribrmancea 
entwine tlienlselres with human enlotious, hopes, and regrets, 
perhaps more intimately than any otllcr of the prodactions of 
genius. The ~uother treasures the re~ernblaiice of her lost 
son, and sheds tears over i t  in secret. Tlley nestle in fair 
bosonls, or lie uncousc io~~s l~  And rnanynear bre;~!<ii:g hcarts. 

its @lrn tale! What  extraordinary inedited m:\terials for 
biography would be furnished, or  ,Jfe'n~oirs p o u r  sercip*, be 

The mere discovery of some of tilein haring been 
nould have involved loss of life or proscription, as, for 

infarnous, would be disclosed conlcl each little portrait tell 0' 



exa~nple, nndcr certain circumstances, the numerous lockets of 

tlie Pretender aiid P ~ i l i c e  C'l~arles. 
It is a matter for some notio!inl gratulation that  this cIlarm. 

in; braiic.11 of the filie arts lid3 alwiiys beell succesrfuily prac 
t i m l  in Englx id ;  illdeed, we accl lcd in i t  lollg before ae 
obtained di>ti:lctioii ill allJ otlier. W e  liad Xicolas lIilli:lrd, 
I s i l : ~an,! lJeter Olirer, lieu \I-c were iiidelted to the 
foreigliers, Iiol!Jc~iii al:cl Y;~iiJ?liv, h r  larger portrait>. Blli 
a!tlio~pli PeiitSt : t i i~ lliis brotlier-ill-la\v,co~i.~~al:ioi~,and !tilor. 
e~i;:i~ii.!l~~r: Cl.arlt~s I. ,  illcv ner? li::i.clier, \]-err l~atroiiizid ? ~ p  
quic!,iy obiigtd to  ]?:ire oli !1iCx ill!] of tlteir master, :::,d their 
lo:? was iiiore t l~a l i  eolnpel~-att,~l ?ISour "axil-e 111ii:iat~~~. 
pxillteis, Samuel Cooper a112 IIualiirls; ~r l ien,  too, :;.e rrere 
agniii ol~liged to  emp!o~- for Inrger ~ o r l i s  tlie foreignc>r:, Lclr 
aiid ICi~~llcr .  Even ul) to tlie ye.-ent tiilie, ~v i t l l  tlle es~?~)tion 
oi' our of anyo\rn ~ailluc'l  Cocyvr, few 11l~n~;'-,uri.-~~:~i11ter2: 

co:!:;tiy cnii coll!pare 11itli old Isaac Oiir-er. IIis execution is 
;xincil~;~llydiati~i;.iii~lleilfi.om that  of "or o t l~er  great miria 
ture-pp.i~iti.r, Cooper, L-J its paticlit and iili~tute stil,l~lin,a; 
~rliilhtt!r:t of ('t)ol?cr !lax mure the c:::!i.tictc~r of lia;cllin,o, 
tlie " cli:~;." of tlie bruhli being evident. ?lie latter is, there 
fore, more sng~es ! i \ r  ;rl!d de3cliptire. Wt: iiiust rzi;;en:ber, 
liorrertr, that  Coo1,er lived iii an :ye  of greater f~~ciii:?, aud 
11ad tlii. ndicl~itnpc~ of b i u d ~ill? slid cull! i::g t!ie ~;or!;s of 
\Tai~d~!;i. (Co!:~~cr c-:I:. c;:l!cd ''T7~:licljiic i;: little") ; jet the 
bo!diic>+a niicl fieelc1111 of !lib sty!? is hc;trc:lJ- 111ore adiilirablc 
:11311 the delicntc fidelity :iiid i r u l ? ~  to  natnrc ~vltisli tiidin 
aui>:l tli,. 1Lc,t ;:ictu:cs of Isa::c O!irc.r. a112 ~rllicll tliem, 
togetllc.r \~-i:li iiieir rniit:-, zu ;!.cct a v;tlui, :imolig collectors. 
111s son, Peter  Oliver: :~pj~ro;~;!i; ri.r)- lii,ar 1,is fitillcr in Illere 
f i 1 1  Tliiz 1si1i.1~~ stildirtlof tli:'.~' artist> 1:i;iy 1 ; ~  to  g r a i  
ai1v;iiitn;t~ ill t!i. fine co!lectioi~s of tile Eukcs of portlaud slid 
Uuccle~lqli. 

Fro13 t ! ~  ti:::e of 1Io.l;ins and  C;;.13L>:., ~;eiir ~1-1.icIi time 
;l!~o jli~u?ih!!vd X: I I~K~;~ , ,  ~ ] ; ~ ~ I I I ; , ; I ,t11e c ~ ~ : i ~ ~ i ~ l - ~ ~ : ~ i : , t e r ,  Gibson 
c c t l ~ cG\v;iri'," : L I I ~o t l~cr  i~l!k,rior ar~i..ts, ~ ~ ~ i i i i ~ ~ t ~ , i r ~ - ~ ~ ~ i ~ ~ t i ~ ~  
continu' d to  be cnltirwted, t l~ougli  iiot \\-it11 so 1i:ucii b11it.Z~" 

d o ~ nto  tile tiulc of Co>n.a~-; aiicl a!ihough Lis beaudfd 



lror!;s nre no\\- colisiilcred TI-rong in mctliod, and we hare had 
\\-itllill t!ie resent ceiitury quite a nev7 \.tja-le--~re may aliliost 

it a new ac!lool; still c-e asserted our s c l~e r io r i t~in this 
branch of art at the Expositiou des Beaux Arts at  Yaris-a 
fact adiiiiitcd ere11 liy French critics. Dr. llraagcn, TF-110 
states that lie has been " c-llpgecl fur many years in colil- 
pililig tlic materials fur a hiatorg of mi~iiature painting of 
variou; l:eritiils and comitries," s:\>-s, that " in  no department 

tile Eiiglicli artists attained so high a state df per-
Iectioil as in this." 

Tile o!Jrst iiiilli'tnres hare generally a brilliant ultra- 
marin? hackgrounil, an& golil is used ill represmitil~g itself, 
as in ct!ic.r c o ~ i i c n ~ p o i . a ~ ~ ~  a1-o in modern Ilidian liaintiugs, a ~ i J  
and Pcrci:ii~ niiniature.;. lIiniature> liare, lio~rerer, geiierally 
had a >ti-le of their o;rii, not usnnllg resellil~li~ig ~losely that 
of other x-orl<.: of tile salne period. 111respect to tile 12ractice 
of om oc-1; tinre, ~vliaterer niay lie thouglit of its l~gi t i i i lac~,  
itliinst be co~if~,ssed tlliit quaii:ies of riclineas, hrcc, aud depth 
aye attained \:-liic.ll \\-ere lbriiie;.ly loo?,t~l Stir oillg in tile oil 
pictures of Titian, 1-andg!;c, ant1 other sficli nlnsters. Grrater 
structural kiio\vledge is also noxr displa)ed. wliicll is probal~ly 
due tc~tlie fact that niost of ilie Lest iiliniaturc-paiiiters of this 
celiturj- liare paid more atielitioii to d r a n i ~ ~ g  in large than 
the earlier artists. For, as IIa1doa saj-8,'' \Tlien a lliall ~vho  
bans in large coliles to pailit in little, lie coiilllresses his 
knonledge; b,:t a, lilall 1~110 dra\~-bin little, when he paints in 
large, bnt e!,larges his i:Snora~ict.." 

Tlle French hare h:ld seyeral escelieiit miniature and 
ellaliiil l~ail~ters si1ic.e Pe:ittt (n.llo111 Lol~is SIT'. welcomed 
from E~g land  and loaded n-i:ll iioiioln>), :nore particu1;irly 
during tlie time of tile Empi1c-of ~vliommag. be lueiltiolied 
Isabt.1, A ~ ~ ~ s t i n ,  Gneriil, sail Saint ." 

' Fr0ol it bein: just po...ible tl!nt tl,e reatier may rtco:niee the last 
6 ~ e  ~ i xpar:lgl.al,l,s, i t  ne1.e ldctt<r, lirrll;~l,-. to nckno~.~le(lget1l:it 
'he?- adapted from a colltrfiutiotl by one of ourselr-es to  a L011doll 
iouruai. 



A FET n-ords on coloured pl!otog:.apl~ic "miniatures," as 
are called, may here be not n~-incceptxl)!e. The extensire 
patronage given by the public t o  coloured photography~ is sufi. 
ciently prored by the n~imlier of estuhli.;llnients for its suppir 
in all our thoro~ichfhres. I n  the occ~~pation tlnls afforded, 
a nnmber of artists am necessarily engageel, incleed tlie 
body of sidinary miniatnre painters hare been g r a d ~ r a l i ~  
sor1:ed. As f:n as Inc.re pecuniary remuneration is concerned, 
r e  believe the artists tl~en!-e!ves liar-e IIO re:isc;n to complain 
a t  this ~~~~~~~e of einployment ; hut  ~ v ecannot help rc;retting 
by anticipation a conseijilence n-!:icll will inevitablS en:ue, 
namely, tha t  t!le boizLi-ji'(7r.ar t  of 11:iniatnre painting-that 
pleasing a r t  ill xliich we Itare seen oar  countryn~en hare 
a 1 n - a ~ ~di<tinyri>l~edt11ernsel1-es-will be coinyar3tir-elI nee 
Iccted. The prncticc of colonrin;. p l~o to~rnphs ,it mili be 
readily ~ l~!~!e~i t i ) !~d ,  al~nost  ;)reclurleu real artistic aclr2nt-ement 
i n  any direction. The peco!iar llue of t!ie !~l;oto~ra!rb ritiates 
the  eye for co?rert!y appreciating colour 11-itltout the x c u s  
t0111~cl K r ~ ~ l n ~ l - \ r - ~ t . l i :  anel por~-er of drarring is necessarily 
lost from its never being called into rerlnisition. Thus 
the Iil~otogral)llic co!onristt nftcr 3 time, ~11i111 Ir!t to his orn 
resources, must find !lorv insic!ior~sly i11,j::rions and delusireis 
the influence of his emp1oy::lent upon his character and pro-
gress as  an independent arti>t. 

The ralue of p l ~ o t o ~ r n p h y  trhen kept perfectly distinct, as 
an auxiliary to the artist, is, ho~vrver, unquestionably great* 
thonqll only heginning to be (111ly and corrclctly appreciated. 
Our younKer artists have naturally been the first to  submit toits 
tendling ancl s u ~ ~ e s t i o n s ,  and although by it they alsooccasion 
ally sllow thenlseires t o  be misled, their \rorl;s indicate alread! 
some fern ilnportant results from its study. Even in historied 
painting stricter regard to detail does not alrrays attract the 
attention from higher qualities according to the old-established 
opinion ; but ,  011 the contrary, freqr~ently helps the reali~at~~' 
of the snh,ject and incide~lt. I n  landscape honeverj 
i ts  irltluellce has hitherto been most conspicuous. It is onb 
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callliot usurp the :ii.ti>t'shiybest prerogatire-that of c h o o e i i ~ ~  



pleasure tile otlier caiiilot aiforcl : and although n-e cletrct them 
here a little xviiliin, and there a little h e ~ ~ ~ n d ,  the exact truth, 
still tlie eye, wit11 n-oiiderSul aiid uiicollscious f ~ i c i l i t ~ ,  supplies 
rhe happy nleclial line, and a t  the sailie tinie receives an iru. 
lxessioon of motion, vivacitj-, aiid life ~'vliic11 11otlli11~ else 
sfic,rd..'k Tliis pan-er in  tlie eye no  doubt explaii~s n.11~ the 
iilost ilnperfect of pictruc~s-a mere xliglit hketcli-n-ill son,+ 
tiii:es conrey a illorc t.trilciiig impression to  the illilid than 
creli tlie iilobt perfect pliotogralili. "Cntoliclicd" phoioprs 
phi(: l)ortrait~ are, nerrrtlielcas? iiir;ilual!e to  rel~itive o~.friri~d; 
because they supl)ij- a p1ni1, cll:i~.t, or lilal> of the  face almmt 
as correct as liblieat ; alld upoil this  ~ ~ O ~ l l ? i l ~ ~ l ~ l iof fati 

llleiliorg mag- aili111~- ~ v l ~ n t  coulda ztrii~lger ~\-ouill iiot sa.liect 
i t .  We have just said sdri-c,cl!g '' ali,lust correct:" because 
the dilTereiit focal di~taiices of objects and the  convexit,~oi 
tlie lelises prereiit nhsolute t n l t h  of fcirii~s. 

\Ye need scarcely allilde to  otlier clekcts eqnallj- iilsepa 
raLle from p!iotogral~h~-. \Vllerc n-e bee the  ar t  cuiiil~aratirrlj 
succ.esaf~~lin l~ortrai ture ,  i t  ~ n n + t  aasureGiy Le adliiirtrd that 
!he l~liotogrnl~llcr t o  great pmiae ; for certainl!.no is e ~ ~ t i t l e d  
objtct preseilta him ~vit l l  so iiialij- difiicllities 3 b  tlie fkr square 
iilclies of tlie hu:ii,~ii f d c e - l ~ o ~ t  es;)ecittliy if that  fiice is p u n :  
and bea~itiful. F o r  esan~lde  : froiu the Lliie rays i\liich ellter 
illto tlie coinposition o l  l i g l ~ t  l~o>sessi i~g so little l~i~otographic 
l:o\ver the deep LIue eye collies out coiaurleis as ~Iciiiinled 
:ililii, a i d  for the saliic rtSason tile dclicait: Lloom of yoiltliful 
epicleriiiis, and tlie atlllobpheric tints \rllicli soften tlie lilies 
age are absent. Tlie gellorn rags, on  tlie eoiitrar!-, are Jnreatl~ 

* This plienomcnon-for it is no less-is 110 doubt da~,lik? 
n ~ r l - e l >  urderinz of' our l)~llOcuisof tlle b;crc.o.rol,c, to 111ebe:t~it i i .~~l  
)isioll : altl~oi~plrllic cilihct is total15 i l j s ~ j m i l : ~ ~ ,for j11 tile a t r r ~ - o ~ C ~ ' ~  
;\I1 is 1 reterl~atumlsti l l l~tss .  Apropos of rlre strreo.colic, there is, 
1113). remark, a gro\\-iilg tendency to exagprnte tlir ctirct of relid 
in -icre~.scopic I~ictlire~, l!nrpose l,;illial!ly cxriting rule"fur ll!c bf 

x~oncler: ne liave beell a11 a lornardsar111a l ~ i l  leg apl,;;rtntlv ~,~tjjrct 
several !-ads. T'llis is, of eourse.tlie ef ict  t l ~ e~ t ' ~ , l ; i c i n i  t n o  ca1ner8' 
i i ~ r ~ c l ifi~rtller ap;lrt tllmi tlie tli+tnnre wliicli rc1,;:r;l:es our tao 4'": 
t l ~ i l saltogetlier fal-if)-ing nature .  In ro~lieLool,~ on l,r~ctieni 
gral!l~y tilere are directions fur placilig the cameras at so ulallY feet Or 

yards apart for distant objccta ! 
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intensified, so tha t  "frecltles" appear t o  be cruel traces of 
slliall-l)u~; !:air lool<s dyed if golden or red ; arid worse, 
elactlg in proportion as it is more carefuilS combed alld 
greased. But  this latter JeSect arises fi.0111the great actiriiS 
of all shining li;.lits, n-iiich llialie their ~ i z e  ill tlie photogra1)h 
much beyond tlirir extent ill nature. A n d  t o  this, moreover, 
is dne the exaggeration of the spectrum, or l>oint of retlected 
light in tlie eye, xrliicll ficquciitly gives a racallt stare ; irliile 
tile bl~incliecl lif;.!ess~iess of tile lips results f i ~ m  their gleater 
~moot!ii~ers of t r z ta rc  an11 nearer nl>proach to  a sl!ining or 
polished SIIY~:!::~. Seein?, tlien, with ali its lilerit and  marvel, 
th-: ille photograph befbrc the  apl?licatio!l of'colour has cer- 
tain ineritaiile dek,cts, rre ha re  liest to  colibiiler the  acix-a~i- 
{ages, if any, of tile c o l o u r i ~ ~ g  proce~s.  

In the first place, i t  i1111st Lr l)remired, and xve tliinli i t  nil1 
be readily concei!ed, tha t  ; ~ tleast the broad characteristics of 
the pllotugrapli have to be Nut, filrtlier tliall tliis, 
ne may rentare tu a,csc-rt ti~:it, ~vhetlier de-irable or  not, 
man!- lilte\vise of the  peciiliol.ities of tlic photograph cannot 
be obliterated or evaded; esccspt indeed by tlie most uncon- 
sciollable anil a l toy t l l c r  u~ijustifiable application of' opaque 
colour. Tile colonred llliorogral,h, therefore, cannct legiti- 
mately posxe?,s the  distingai>liing qualities of a work of ar t  ; 
it calulot exhibit large17 tlie 9nin!1, tlie poetical suggestire- 
ness conrpyed by &>tic seli~ctio~land adaptation 01form and 

expression, or eve11 sollie of tlle 11-.ore delicate beauties of 

colour. By this last remarl;, xve 111eal1 that  t h s  coloured 

~ h ~ t o ~ r a ~ l l 
can possess scarcely any of the cliarnling trans- 

parency in tlie flesh ~vllicll 11-p so ~nucl i  admire it1 the milliature 

011 ivi.iil.y. Tilis arises from tlie ~ieces-ity of using bodr-

~olon;., in order, i ts  opacity t o  " 1iill"-using the painter's 

llhrase, or bu,y,  to  snrge.;: anotl~er  metaphorical espression- 

the uilpleasant liue of tile Tralispareiit colours, 

if used ill qnantity suficiellt to efict illis interment, would 

i~lsensibl~ call "saddened colour 
lead to \v\.hat 31r. I{n~liin ~vould 

an&s o r ~ ~ ~ f u l l ~ e a v i n e s ~ 
of tolie ;" and it is found tha t  011 the 
Prepared ~ a l ~ e r  a " forcible" eKect involves less labour and is . 

"0'~110\~-j- and gel!erallJ taliiug than a qnirter, though richer 
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effect, albeit possessing the aclc1ition:il merit of preserring 
Illore S~iilhiiilly the origintil pliotogral~li. 

A5 for the so-called pl~otogmpliic niiniatnres on ivory, the 
disad;-ant~rgeouseffect upon tile colour uf the l)liotogral~h show. 
ing tlirough must in the very nature of tliings be visible, 
indeed tile l~hotograph Lc urecl at all. Bnt in i~oiiistance:h~~ 
we have seen is tile soit true delicate: miiliiness of the ivoT 
preserveel, if the photographic iniage lias actuP.ilg- been fixed on 
its surhce or sunk illto its texture ; for the solution (or j\-hat. 
eyer i t  niay be or is called) which rcnclers the ivory pliotogra. 
phicaliy sellsitire, converts i t  at  tlie same tinle illto somr:h~ng 
resembling horn, and totally iiie!igible for tlie artist's opera. 
tio:rs. It; ho\vercr, the ivory is reduced sut;icientlg thin 
ibr tlie purpose, and is on11 usecl as a iilrdiun~ to transmit 
tlle photographic rel)re>erltatio~i, t11e for~iicr oiiection oi 
course r e c~~r s .J::i:, tlionX1l \FP litive not seen a colmred 
photograph '' on " ivory, n-c hicre seen pasbed off as sllch a 
Inere colonred copy on ivoq- talien tioiu a pliotograpli. W e d o  
not n-ish to ~riake i~iriclio~is rernarlia, but the public caniiotbc 
expected to detect iiiisrepre~ri?tatioiis \I-llich require a, knorv 
leclge of many niinote petty ti:rliliicalitics to expose. 

Severthrless, we freely :iclniit rliat it is i i r  iiiore desirab!e 
to  liave a good photogr~i i~ l~  than a bacl picture ; but ne hare 
hael, and still liave in view, a ~vorli of genius in our c o p  
parison. There is, tlren, this furtherp,*ir~tb fucie objection to 

a coloured photograph, tliut i t  is a iionilexcript prodi~ciion- 
neither picture nor pllot~~rapli-li;lrill:,. neither the higher 
beauty of art  ilor the approximate truth of science; aid . ,
therefbre, as a matter of inclividual taste, riiony persons mh- 
uitelj- prefer, to its generallj dauLy nieretriciousness, tlie 
tograph pur et sirnple. 

But this consideration is, after ail, sume\vliat beside the 
real question. Some fen- colourecl pllotojir:ii~!is are, in point 0; 

fact, undonbtec1ly eKective, pleasin;, arid truthiiil: hut iutllij 
case the art  elenlent prel~onderates, ancl an  artist of verl con' 
siderable ability niust hare been e~il!,loyed to render them 
so attractive. JVlietlier tlie chelllical nature of the p l i o t ~ g r ~ ~ ~  
as a substratum will have any efi'ect in hastening the decar @' 



I' 

gires i t  so much aclditional ralne, we are not prepared 
to say; and until we are  illore assured of the perillaneiicc of 

he the itself, i t  does 110%iiluch signify. 
Bl~t,in regard to tlie statement involved i n  xvliat we have said W. 


ii' &ore, " that  tlie approxiniate t iut l l  of the photograpl~ is sacri- 

iai ficed in the colouring process," TT:e can conficleritly assert tha t  
the xnorneilt a l~!lotogra!)l~ is tollcliecl with colour, i t  a t  once 

'S luses its fine scale of light and siinc!c ; aiiil, ho\rever careful on 
it. t l~e  ~ r t i ; t  ~ i i a y  be, lie will in>eusibly cILice sollie of tile es-  
'& actikade of tlie i j r lns  a i d  cletail. Gt.i~erally, iil fbct, the  

artist \vorlis fipon a very iiiiiit po.si:ice '' iiiipression" (to use 
IJ" 

the erigxrer's term), anil elltirely covers it with body colour, 
'% 

in or eciually oparlne co!ourr~l craj-olis, with tlie express iri!eiition 

lit of concealing tlie toile of the pl~otograi)li, using as a guide 

oi another aiid clarlcer " po.;itire." IIere, then, i t  becoilles appa- 

ed rent (it' we are to adinit tlie uon>pro~ni>e at  all) 110x1- necessary 
it is that only conipetent aricl esperienccil artists sliould be d 

10 emplojed, in order tliat tile product of tlie canlera should not 

be be alto;.et!ier Sillzifiecl, but, 011 the  contr;lry, rewire all tlie 
colnpeiiza:ing advantages it lliay derive for tlie loas of 111uch v 
of its oxvil proper merit, by being passed tlirongh tlie nobler 

! e  alembic of tlie artist's brain. This is recognised i n  sorile 
resl~ectable l)1!otographic eutablisliriients ;but, as ability of any e 
kind comiiiaiids its price in  t1;c market, so, for tile better de- 
scriptioil of colourcil pliotograplls, a 11ig.11 price is ncct~ssarily0 


- denlaticled-a price, indeed, little short ot' that  11-liich was ibr-
m e r l ~paiil fijr :ti1 average ministnre-say from five to  txrellty 

1 gnilieas i j r  a Iiea:i, aiicl th i r t - ,  forty, or fifty, for a full-length. 
i- Ero;n this very cii.cumstance, ho~x-erer, there is moth telnpta-
I' tioil to practise deception, n-llicll the  public shonlil be w a r l i d  

against. W e  strollglg suspect tha t  liiany l)lictog~~apliers 

?I 

who 
18 ask a low price ibr :lie adilitionsl colouring, ei~iploy a far 
li Superior artist to  culour their shoxx- picturcs " tllan they 
5 would engage So:. their actual coriln~is~io!ls. Photographs 

are, ho~vever, simply " tinted ;" slid this rapid process need 
I1 not greatly enhawe the  price. 
ii 

t' 



5. 	T H E  EAI1LIER I i ISDS O F  ART-EX-ISIELS A S D  EX.iuc~ 
P h I S T I S G .  

BOTTIthe  applicatioll and composition of enamel>* are ex. 

tremely direrse. But, in spealiiiiqoi"' enamel?," Ive collnilon]y 

understand tile ~ r o r d  as restricteil to vitreous F L I ~ ~ ~ ~ ~ ~ ~ ~ ~ ,  

either translrarent or ogaqae, and ~r-liite or r a r i o ~ ~ s l ~  
coloured 
~ r i t h  metallic oxides, applied to  a liietallic recil,ient, alltl fused 
and  fised in a f~urnacc. P;iiii?ing on pottery, a l t ! ~ o ~ l ~ l l  claim. 
ilia to  be con~idereil a variety ~villbeof enaliiel l ~ a i n t i i i ~ ,  
treated separately. TITe liare alr<,:~rly described, on ticcount 
of its coiinesioir n-it11 ~iiiniat!n.e portr;~it liaintin,rr, t!~e most 
perfect form of enamel l~ni~~tin;-a hnll \\-liic11 i t  oillS 
assumed afier passing t h ~ o o g i l  herer,il grod;rtions ~l 'iiiferiorit~; 
v c  ma!-, thcreibie, noxr glance a t  tlio consecutirc stages of 
derelopment se,.itrtii~i. Aild altllongh the  e a r l i ? ~  T-arieties 
liare, as nlrend!- stated, a greater a!hiiity moaaic, thiir~ r i t l ~  
classiiicatioii liere ~v i l l  be i~ io re  co~lrenicnt ,  brcance the 
nlodorn ~ n t ~ t l ~ o d  Ilnsof e11:11nel pniiitiiiy beell ,lerii-ril step 
by step fro111 tile Il;oi.e mcc!ianical 01)erutiona uf the mere 
enaiiieller, 

Enainels, tlien, ha re  bee11 al~piiccl to  metals in tliree clif 
--- ~ 

* 1T. de I.a!)orrlr, in his -\-otica (7cn E ~ n o f r r  makes the (7i~L n l ~ r ~ c ,  
follow-ing obrrr! n t i o n  npon tlie (It.ri\-atiou of tlle \r ol.il en;imel, baring 
them u l ~ o n  tlie ;i-~uirrl.t;un rliat tire ar t  of rnaii~clliiig oil nict:ll !m3 
not  lillo~vn to  :In!. niicii,i~t 11:ttion 1 ~ ~ : L r e  t!le I:~III:III.;, na lie ninintsin3, 
borro~vedit from tlie C;a!~la : " L'<t!-mo1u:ie dii mot Cmnil n ( t i  eller. 
eh6e dans l ' expr t~as io~~  I~clirairji~r ( l i : ~ c I i i ~ ~ a l ) ,en~l,loyicpour 12 

premibre foia lilr l c  prol;l~;tr 1;zechivl [ell. i .  v Ij.rj~;c 1:oi.llnrt et 
d'autres ou t  tl.;~duit p:~r t:~~iail. lyarqlie le savant  (;e.-e!~iil.: ii~trr]~ri.te 
d u  bronze ]joli. J.:n rcaliti, OII ne sait pas la si~nit ic:~t ionde ce terme; 
Irs Septnnte 1.a~-aient t rat l l~i t  par  +hcrcrpov, e t  nsint ,Jc:l~~~iic.pnr c l <c!nin4 
autre exprcwion snr  larl~ielle 011 a 4rale1ncnt banrieol~p arid. La 
science pllilologique moilerne a cl~ercl i~: ,  et elle ne  ],ouvnit mauquer de 
trouver une Gty!l~o!ogie ~ l a ~ i i  Le mqtles Iangaes I n r l o - G e r n ~ a ~ ~ i ~ ~ i ~ e ~ .  
sch71irlri11,qui  e-t .tlleinand. son rl&~.i\.< ,tilprlo-Saxon ,si/(n:/oi~,lit Pre 
s e n t k  coinme la  source 21 laquelle out  11tiiiL: lea Grecs et lcs J:0111:sini: 
J e  ne  relnonterai l ~ n q ~ l u s  de  ce dcr~iicr  pvuple, q*' I ~ a u tilu'h l a  lln;.ue 
seul, a!.ant reril 1c lrroc&l& rlrs Gaulois. ])eilt a r o i l  ell 1e lllUt POiir 
I 'exprin~er; f t  je pence que d u  nv(lthn de  L'line (ISIT-i. ? 4 )  on a fait$ 
daus  1 : ~  bass? L:ltinitl:, niir/fl.?cn,, r.r,,~rilt!,r~~~i, .smnltl~rini,rt de l k  pnmlfo, 
en usage Lieu po:itirei~ient l'email;di,s le I S e  sii>cle pour d C s i ~ i ~ e r  
uous en avous fait notre nlot cs~nniJ,ea~~tnilierie,t r i i z i r i l l ~ ~ o . "  



ferent Tap" corresponding t o  th r re  distinct periods ; and 
tlley are !lilrs disting:.uished, a f o r i ~ i i i i ~tliree sel);lr:ite r!asses. 
1. Iacrustecl ; 2. Translucid upon re1i.f; 3. h i n t e d .  I n  
tile first liiiid, tile colours are diriilecl ! i o n  each other Lp thin 
lilies of ;o!cl: t!le p : ~ t t e r aor ol,jixct rrpresc.ntcd being defined 
alld ~ll;i~~pc:L illto so i11;13)- cells? by lxealis of sleiiilcr ~vnlls o::t 
or partitioils of ~ 0 1 ~ 1  matter  isil!igrce, liri'ore the ccloui.iil;. 
inserted anil fired. T11c ;ippcaracce, tl~erefiore, is tiiat of a 

ot' mo.:iie, each cdiour beiiig t.iicloeed ill a c;se or >etting 
ofgolil. Sd:il~tii!!ei. li0\:.~3\-e~, tile g r o ~ ~ i i i l  o:lly is c(11oured. 
T!1eh2 enn~iiels all p:lrttclce of the  H-zniitiile style, axil tliis, 
together \\-it11 the ruclz, culnbrous process, coli;Liiie to give 
alii~ost uili1liiig:lted ugli!ic.zx to  tile re1jreselitations atteinpted. 
111t!?:: seco:lcl Irili!,, tilt, dc.si;il is dslicntelj- cili>ellt.j. in  relief 
up011 the liietal, the snri'ace of \x--hicl~ is tl1t.n covered \\-it11 
translncid e:lsinels. I n  the t l ~ i r c l ~  illostor nrtihtic liii;cl? tlie 
use of the illeta1 corresi)ol?ds to  that  of'tllc. c:i~i\~as or u-ood i n  
oil p"i:;ti!l;. Yit~if i ;~blecololurs as? laid oil wit11 n brns11, 
eitlier 611tile S > ~ I ~ ~ L I C Cbf tlit: n ~ e t i ~ l ,  111ore ge~l~:~i l !y or 11po11 a 

laper of el:amel \ \ - ; ~ h1~11ii.11 the illeta1 h::s bet211 preriuualy 
coated, so as ti) ! I ~ O C ~ I L C Cat  o:icc tile de.i;n and tilr coionri:~g. 

Tile fir.t l;illcl, or '. i~~cr i l s t ed  ii snl;di\-idrdena~~lcl i ,"  illto 
two cla<>e<, m~t l  bear n:lliics given them 1 3 ~ -Freilc!~ aiiticli:aries, 
riz., the cir,i.soi~~~e'(partitioilecl),or, ci c!oiso, ,s  iiroliileu (with 
nloreable p:wtitions), auil the  cilajiipleci (cnt or earl-ed-out 
ground). \Ye shall coiifille o a l ~ e l v t . ~ ,  toill tlie first p!a.e, 
tile cloiso,~iz&rllamels. 111t1ie.e tlie m:tnl is first cut illto 
tliereyui..ite slinpe? and prorided \\-it11 a little ri:ii for the  
purposeooi' rrt;iinin; tlie enalnel. Tllill strips, or fillets of 
the met:il of the snille \vidl:l (or, \re inay say depth, s~lpposing 
t i l e l~  ~ileas?lred vertic:rllJ-, as p!nc.rd to receire the  el12llli'l), 
Xere t11i.u h i l t  a~ ;d  ihi!i;uned in sucli a inanner as to  form 
yhe outiiiie of tlie patter11 or  ri.presr~~tation,and freq!;.ciit!y 
eren tile niost nliliute l~ortioils of tlic. fignre. T1ie.x strips 
"ere next joined and fisecl in a n  nprigllt position 1111011 the  
plate, thus !briiling a coiitinuons ineta1 outline. Each little 
bed or partition was tllell fii!eJ u p  n-ith ~ a r i o u s  eii:llnels, re- 
duced to a fine po\~r~Icr and inoi.tenei1 into a paste, slid the 
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pivce fin::lly urlclernent the firing process in a furnace. Some. 
times tlio ~ne ta l  fonnt.11 the ground out of ~vliicll tlie space for 

tlie figure way sc:ooi)ed, the  figure being then executed in the 
niallner c!?3cri5t.i:. Tlie colours usccl by tlie eiia~ncller nere 
very rii.21 : v-!lite, black, and iapis-lazc!i (11ltr~11ii:lrine) Lliie are 
al\vays opacjii!: ; the o t l ~ e r  colui~rsare someti1i1i.s opiique, sane 
t i i i~es.-eliii-ira~:sluce~rt. Tiiese cria~iiels \yere also occ,i\ionallg 
esecutcil oil copper. 'i'lieae eila!iiels are  co~iiil~onl~ ~ 7 0 f ~ o i i i l d  

of >nl;:ll >izc, aiid ryere chieflJ- u-ecl !or o rna i i i e~ i t i i i~  &ines, 
rase?, crowns, iiiid u t i ~ s r  oljccts ; anil \vlien y o  emplojed they 
were fixed in a 11r,:jt.cti11g settill,:, like precious stoi~es. From 
Laving been euxutc?, i1poii a g~bu~i i l \~o i . l r  11aveof ,yo!d, f e i ~  
e><,tIied tiic cii~ciL!e of tlie goidsmitll, and t l i e ~  are, th~refiie, 
very rare. 

Tli? crown of C l ~ a r ~ c i n a ~ n e ,  p resc r r~ i l  a t  Vienna, is orna. 
mcnteil wit11 enn~iic!s of t!li> c1?>cril,tioli, r e p r e s e ~ ~ t i n ~  So!omon, 
D i d  i H l i i ~ l i ,  i 1 1  l i t .  Tilo ~rorlin~sn. 
s l~i l )  is Grwli ; but, t l~u~!g!i  l.eto~r1!2~1, i t  is Leiit!\ tld the 
enai l ;~ls  iii~ist Lelolig to tliis early lp:.io~l. Tlie I i i ~ ~ r r t  and 
filest 1;iiorn ~vurks  cf t!iis 11ro;ess arc, thel~u\:-~.~c.r,  
f a l l l o ~ iPaia d '0ro at  Tei~icc (see 1). 9S), and parts of the  
s l i r i~ie  of the  TI~ree  iiiligs a t  Coio;ne. Tlir iiio>t curions 
spec.iln~.n in  E1:glanil is the  AiireJ jewel in tile dsiiiuoleau 
i i l u a r u i ~ ~; and tiiis is stiil rliorc re~narl ia l le  if, as is suppo*d, 
i t  was \vroi~;.ht b ~ -a 1:ritisii artist in tlie E!-zantine manner. 
A pectoral cross in  tlle posses>ion of J I r .  Eeres:ord Hope 
a1.o deserves rnention. Souie:iines tlie enamels 1vei.eexecuted 
~v i thou ta ~i ictal  ground;  tha t  is tu say, the  colours were set 
clear in the nietal net-\vo~.li, lilic tr;insparent lirecio~is stones, 
~ v i t l ~ o u t  Tiie c l u i s u , ~ , ~ L  UTzalitii1erfoils. mctiiud is cleci~leil!~ 
anil the  Greek ar:iats a p p t w  to  1i;lve derived tlie process 
froin the Orieliial l ~ a t i o ~ l s ,  \r!io 11r;:ctised tlic ar t  in remote 
aiitiquitj-. I f  tile cl;~shical nat ioi~s 55-ere acqnaiiiteL1 
e~inlueiling, tile metliois were lost Iti~!j' ac?e ~ ~ t i r v l y  in 
Greece. These cluiso,z,iL: eiialuels came to be ill r e r j  ge~leral 
usit in  the  t \ve lk l~  ccntlu.~-; but in  the  foiirteenth they \sere 
supcsedcil bx tratislucid ellameis up011 relie:: 

http:net-\vo~.li


The second kind of illcrusted enamels, it has been said, a re  
eallecl clicor~plt~4,"-cat or w..rved-out g~ouiiit .  1 x 1  these, a s  
intllc last, a sler~der line of 111etal clescribes on the surtkce of 
the enaiiiel the  principid o~ltiiiies of tlie ile;qi:.;~. Cut ,  instead 
of appl!-iiig thiu fillets of gold, the cells or  c a ~ i i i e s  were 
scoopeel out of tile hubstance of tlic gronnil\rork, and i i i i ~ ~  ~ ~ - ~ i i l s  
cf tile riietal l r i t  to fb::ii tile oiltii:le alicl coiit;~irl the vi:re- 
OU3 niattera. Tlie fieall, null eren the ~vhole tig~ire, were, 
h,\~ever, not unliequei~tly reprt.sented by tlie iuetal, tlie out- 
lines and tlie !;ortioils i n  slia~lt. being very tiiiclj- engraveil, 
or chiscllcil in Lns-1,eiicf Tile liietal was al~iiost :ilmaJ-s 
copper, tile cheq,~~t..-s of tlie material acluiitting tlie use of 
plates of larger size. 'l'l~echnnzylece' enameis are generally 
complete 11-orl;:, or a r t  i ~ i  tllc~llselvex; unlike the h u e r ,  ~x-llich 
mere osilally att;tcliecl tis ornauie~its to pieces ~f'je\ve!l(~i.y atid 
plate. The vitreous matter iii the was cuiiiniol~ly en~ployt .~i  
thirrrentli ancl funrteentli centuries to  co!l,ur notliiirg ba t  tile 
ground, and thus ii,rni a border 1~oc1id tile figures in gilded 
metal. Tlie of tlie iirsll t i i mprxctice reprc>efi t in~~ by

? 
enaniels approac.11ing tlie 11at11i.al coloiir: and oi' using colours 
in tile clraperies, is peculiar to tiif ele-elit11 and t\velitii cen- 
turies. Gut \ylle~l the figures 1vel.e verj- ~l i inuie  tile eilanlellers 
of this period espreshecl the cn:.natiolls by 1ii.e~ incised ou the 
gillled metal, and tlie draperies iire t l ie~i  colonred by ellamel; 
but if the whole of the little fig~irea are engrai-eel on  a metal 
plate, the iucisures are alwarr; fiiled wit11 eii:anel. 

The cicci,t~plecdenaiiiels were e~ttt~isivelg- appliecl from the  

eleveiitll to  tlie f i~urt i .e~i th 
ceiit~uies to  a vi~riet- of copper 
~teiisils for secular lite, sucii as cutl'ers, ca:!cl!esticl;s, artlir, 
r i ~ i ~ s ,and j e~v t .1~ ;  'but Illore esi)ecia1lg to  oiijects used for 
eccleJiastica1 purposes, such as crease*, sacrailiei~tal vessels, 
pastoral st:~ves, axtcl booli cui-ers. Tlie alirines ~1-llic11 enclosed 
tile reputed bolles of sailrts and martyrs  \\-ere in  piirticuiar 
enriched ~ ~ i t l i  t11is bcaotiri~l i:,~-rustation, auil even 111onu-
ments uf a layg,.-r size, such a.i tolubs and  altars. It is not 

* 31. dk Laborde terms tllese enamels "dmanx cn tnille d'epargne." 



. . P U ~ ~ ~ ~ I S I I I ~ ,  are,tlierero~e, t1~1t slxcimcns of this rna l~ufac tu r~  
comp:~ratirely slle:lliing, coliiruoil in  pul~lic slid l)i.ivate col. 
lections. 

N. I ; ;~l i ; i~tcs t a t ~ s ,in his raluable a r t i c !~  on enamels," tIlat 
the.? eli.lll?i.li are ai~T-:l)-s c!i>iingui-llnille itom those ilicr?lbrd 
h!- the cioisi,,~izr'pruceqs, altliough the earlier c / , i~ l i~ l l~ tz .~  
e ~ l a ~ i i e ! ~coultl not P>cnpe t l r~.  l~rerailiilg l!,vzaliti~,i~ ta>te. 
Tlle Freiicll arL.l::vc:li~$i-t n i ~ d  uti~er.: elail11 f i l l - the c,$,iil,j,fCl.; 
p ~ o w *  a strict!^ IVehte1.11 trri:i11 a t  a art of periocl 1vlic.11 t l ~ < >  
e~ialncl l i~ig a~icl Greece. and lolilr bci'ore, ciid not ?xi-t ill I:;I~!-
as lie a<-er!.;. the  &-z:aitincs lrorrolved tile c!oiso,1!:6 method 
from the  Oi.ic.i1ta!s. Tliere is in  tlrc T~.etr f ise7!lIOil Ii,iajn 
1111'1iiio.-tro~i:;, a Gr,,t.I; bj- lji~,th, bnt \vho nitcrwaids rsia-

bli,.lled l,iili~v!S at I ~ I I I ~ ,  to  e ; i a ~ ~ ~ v l j i ~ ~ q  <a11al111~i~01i a11 art 
1<1ion-11 o11l.r- t o  " tlle barb:iri:r~is 1iri11; near tile uceicli, nlio 
110'1.r cdolira on 1:eatctl Gr:iy< so tha t  t h c q  :id!:eri. a~i i l  Ircco~ile 
lilce . + t o ~ ~ e ,  $jlccin;ens~ l r d  l)rc.hcr\-i. tlie clvbig~i rcl)rc-cnted." 
of ena l l~c~l lh:ire actiially becln Ibunil of' tlie C;:rllo-1:oiuan 
perioil, \vliicli agree lw~,!;".tl? \T-itli tile narrative of' t i ~ i s  writer 
as r r g r d s  the matc.ri:lls of their co~l~l~o-i t iol i ,  and tile liicali- 
ties in xvliirll tl1c.j- 11:1vc I)ccjn discovcrc,cl. I t  II::!J- then, 
31. L:111:irte infi.rs, 1,e co~~-iciererl as estoLii..lied that the art 
\.;a.: U I \ ~ ~ I ~ O \ \ ~ I ~ill I ta ly aild Greece a t  tile btyinnin? u:' the 
tllird contnry of t l ~ c  Cliristia~l ers, 1,rrt tha t  i t  \va.; practised 
at tliii  period in tlie incl~~strinlcities of lV\'c,-tc.r~i GCIU~. 
k i ~ n o ~ e swas a I:i!ican colon!-, and i t  m a -  be l~~ ,esu~l led t~  
liare 'ecn one of tliese cities. 

Be t!iis as i t  ~ i ~ n - ,  oftlic school n-l1ic.11 t11c tn;~mi.llcl~s hcsau 
to flouribli :it Lirnogc~s ill tlie c~!eve~lth ceiitilry, tIio1.1gii lxe- 
~ e r v i n g  their o\\-nnietliod of fx\\rication, owed ~~il:cli,at least, 
of their st>-le to  tlie cst:tbliLll~~~ent a \Tent,tiall colon-of of 

~nercliants, ~vl io lilade Lilrloges n kind of dcp0t ibr the sul'l)l~ 

of ce~itral Fralice wit11 the articles theJ i~i ,~ort i ' ( lat JIar- 

seilles, and at  tlie sanie t i ~ n c  introduced roiile of t l ~ eGreeli 


Agcs. 
f 1:or in.tnncc, tlir piccc. in the I;lhliotl~dq!ieIm14riale a t  ~ a r i % ~ ~ ~  

olle in thc Ullac!ll~l:it I'riticra. : I I I ~tlic va-e fbm~clin L r x X .  
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artists \viio had bee11 received wit11 favour a t  Veilice from the  
~ ~ ~ ~ ~ ~ c l : ~ s t i c  Tliis 	 earliestl~ersecution. esl~lnius how the 
~ i ~ ~ ~ ~ u s i i l  for Byzantine. eiiailiels may be easily mist:ilien 
Froill tile t~vc lk l l  century the  Li~i iousin enamellers acquired 
g e n t  celebrity; a i d  till tile end of the  fourteeiith, Li~iloges 
conti~~iiej.to be tlie liead-quarters of the  a r t ;  and tllc cornpa- 
ratire clieapilezs xiid duralii!it~- of t112 ljroceau cnnsed a regiilar 
deliiai~&ibr Lilnoges \.;urk, not  o1;1\- i n  I.'ranc~ b u t  tllrougiioat 
Eul.opc Tile Liii~oaaiii artists during the tilirteciitli century 
sere :.onietiines sent for at great expensc i"l.0111various 11xrts 
of Fraiice: 311~1 tlieir o ~ r uenterpri>e probn'bi~ carried t l ~ e m  
to more distalit regions. To  tllis is pcrlinps aqcribab!e tile 
cbtr<bli~:i~lleiltin  soi i~c to\ \ - i~ oii tlie Rhilie of ~ r l i a t  lias been 
claimed as n i1ibtini.t scliool of e~l;tmelli~>g theon copper b ~ -
chuiiip/ei't proces.;. T!ie productioiis of t l ~ i s  scllool caiinot, 
honerer, Ile distiiigui~1;ed by ordinary obserrcrs ii.om the  
manuC:ctures of Liiiiogcs, excel~t ~vhere  tli? cllaracter of the  
design is clearly C+erniaii. 

Cut this rwle, ~iicclianical, and mosnic-lilc~ nlctliod of ill- 
t 	 crust,itic;n conld not satirfy a 11ioi.e artistic age, :rnd accord- 

iilgIy n iisw >tylr  of eii:in:e:ling was intrudiictd into Italy 
t ~ n a r d sthe closc of tlie tliirteeiirli centmy. ' Ik,tile second 
of tlie 1:letliods of applJ-ing tile eiiaiiiel to  111etal we h a r e  
enumerated, is tha t  of ii tr;~iisluci(! enamels ul101i relief." I n  
this process the iiietxl surface itself was eiigraved, or  chased, 
into bas-relief, and tilcll a t rnn~lucen t  coating of coloured 
enainels fxsed over tlie ~vholc, tlirough ~ ~ l l i s ! ~  the deaigu below 
was rilible. Tlle liiglier s1;ill of tile go!dsmith's a r t  a t  its 
most glorious period, being here b ro i~ght  into operation, such 
aorts  iiccaille the vel~icle of tlie lllost beau:ii?il designs of the 
most accoi~lplished artists. Scverthelesx, tliere are fine spe- 
cimens of Italian 11irtal \vorli and enameliing ~1-11icll nearly 
resemble mecllallicallj one dcscrilition of chainpleckeiiaii~els. 
Thebe collsist in figures or ornaments engrared upon silver, 
and executed in iiiello \vorli, with a ground of opaque blue 
enamel. BIaily examples might be mentioned, but those of 
the celebrated silrer altar a t  Pistoia and tha t  of tlre Baptistery 

St. John at Florellce \vill sufice. The  elmuels up011 tilese 



altars present, a t  first s igh t - se t t i~~g  aside t l ~ e  metal 
and  the stxle of the fignres-a great analogy ~vi t l l  tlie later 
Limousin e~):~:?:els, in xvllich the figures are expressed by a 
f i ~ e  engraving upon metal, and t!ie bacl<ground alone el?.. 
rne!lcd. But, npon close examination, i t  is found tllat in the 
ena!i~e!led portions the  niet:rl was not scooped out deeply as 
in  the chcc~ii~~le~,C s1)ace i.i ollly very slightly e11amt.13 ; the 
di.presser1, ant1 tlie e~:;lmcl.; have been ]:lid on accorilillg to 
t!le process alloj>f-d iirr trnri.;lucicl enamels. 

I n  the  e:~rl>- 17:;~: of t11e fourtcelltll century this style of 
trxnslucicl enninc~lling was brouglit to  great peri'ec~tiol1, and 
one of it; grc::tcist nln.~ters, 13envenuto C(.llini, ha.< left, in his 
Tj3trtftrto s(gj>sc~7'0/.;3:fice,,itr,a r??innte cles~ri~jtion of the 
inlprovetl nlctilolla. Antn~iio Pulli~jnolo gr2atlJ- di~tinToi*hed 
11irn.;~4f in ?ris el~::siny covel.ed wit11 enamel. "T!ic most 
drliratc pL.~-iciltn i:i~-s themTas;iri. '. coulcl not h a r e  f ini i l~~cl  
more e:ir~uizitel~." B u t  Francesco Francia, as famous a gold. 
sniith as a painter, surpassed all I ~ i s  contemporaries in his 
enaiueliing olr silver. Kiccolo Pis::no l~irnself has tile credit 
of the fil.>t disco~-?ryof t l ~ i s  III,~~!IIII!. Tile nem st!.le na 
not practisecl Ion: bcforz it Kns importell from I tdy  into 
F~xiice,  ant1 there the  en:ln;e!s of this liincl rrceiveil tiic name 
of P , ~ I O L I Scle bnsse :c!illc. Tlic well-1;nolv-n st;iff of 
JViIliam of JJTykehnrii, anil t l ~ e  ftln~ous cup from Icing's Ljn-on, 
are ornan~ented I\-ith e~~an ie lu  of this de.;cription. 

The artiqt:: of Limoycs, fincling tile I t a l i ~ m  LJrocess had, at 
the close of tile fourteenth c e n t u r ~ ,  snpcr-cdri all others in 

11nblic estin~ation, \~-el.e compcllccl to see!; n still further im-
prored n:et!iod. I n  this  tljey sncceeiled by the invention of 
t he  tlrird liinil, or t rue  "painted en;lmels," ~ ~ h i c l idiffered 
czzcnti;tlly from all iritl~erto described. The  golcl and copper 
outlines were tiispensed~x-it11 :x!toyet!ier; as a l w  tlie use ofthe 
r a r e r  to  express the design-this was now executed ~vith the 
brubh, so tha t  great freedom x a s  nltaincd, and an u~il i~i ted 
variet-of  treatment rendered possible. The  metal \\-as either 
entirely concealed nncler a coat of en:nnel, or, il' left uncovered: 
i t  served as a subjeetile t3  the opaque painting in the same "a! 
as n.ood, canvas, veliun:, or ivorx. "It ,\-as l j robabl~ the modl. 



fieations introduced inthe fourteenthc::ntnry in the a r t  ofp:ilut- 
inS ",?on glass, whicll suggested this  new style of euamel!icg. 
3ioaaic of colourcd glass ~v\.eic at this  time alnlost 
entirely discontinneil, and artists iini? begun1 to  paint supcr- 
ficiallr upon glnqs wit11 rnnniel colonrs. F rom that  time it 
became evi:l?lit tha t  \ rhai  was d<i!le upon gl;iss niiglit albo be 
done npon copyer, wit11 tlie cli!il.re~~i.r o~ilj- of giving, either 

or artificiall-, complete opalpeness t o  tlie colours."" 
The c l ~ i m  of L i ~ n q e s  to  th i s  ilircntiun !:as heen dispute&, 
but upon rci.y i:is:if5cieiit gronnils. Lncca &!!a. Robbin, i t  is 
1 .  he wasrillc,, jJ-O:!ace'! a Lijlil of e!iamelling ; b ~ ~ t  n sculptor 

brlol~Xiii; ttc? tlie f i f ~ e c ~ i t l ~  c;iitruy, niid liis n.ol.1;~ are oiily 
re!ief. iri. cia?- e n a i l ~ e l l ~ ~ l  in ~vi!ite or  colours ; t!~ere is in  them 
no :ainting prol?rly so c:tl!e?~. Paint ing on majolica in I ta ly 
,Jso corn~i.~licecl sonle con~iderable ti!:ie niter the Limoges 
8~tiat.i iincl produced their first painteil enamels. W e  canr~ot 
2.0 better tlian cjuote the concise clescription given 1)y the  
French nntii;llrn:i-, 11.L:i!,artt., of the rarious ijrocesses snc- 
ceasirely nd;);~txl in an ar t  ;i.c111inrly Frenc!~, 2nd xvliicl: con- 
tributeil so ~?llicii to  111~li  tile 1:enaissnnce ? 

"Tlie first ati:~;upts at  iliis c e a  !;iilcl of p:linting were, of 
necessity, r:.rF ir:~perf~ct. . . . The  d h l . 6  Tesier has a n  
enme1 rei)~e~entiu;  St. C1~;i-topll~r,\\-llich h e  consiilers one 
of the earliest sy;eciui?ciis of t!~r nrt. The enamel coloars are 
applied cpon the nletal in  lnj-ers s~.~fficient!y thick to  aclmit of 
:he moveinent of tllc d:.:i?wy n-hich covers the  shoulders of 
the saint, and t i e  ngit:rtion of tile waves ~vllich hathe his 
legs being espres.ecl h:; iilerlnalities of the enarnel paste, 
which is of a t;nifi~rn~ colour. The dm\!-iug of these first 
attempts is all\-ays r c r y  d:i"t.ctive, arid t!'e enai i~el  colours ar2 
applied im~necliatt.!~ itself.to tlie ::letill 
"Ton-ads tltc ~ i ~ i d d i e  of the tikeenth century painting i n  

enamel had niade greut progress, an(?: ~ r i t hthe  specimens 11om 

* Ill<rstrr~l(rl.Ya~trlbuol;,&c. p. 159. 
t The dalin of the reriv:rl of pinting. we 1i:lve seen, commcncerl 

rritll the tllirtccilt!l centllrv : but the Ri.noQsrrnce (or  new birtll) dates 
Particularly from tile fiiteehtil century, ~vhen the study of the remains 
Of ancient ic~~!l,ture infL~seda new life iuto art. 



before us," IW art. enabled to  explain the processes ~ l i i p l o ~ ~ d  
i n  nialiin;. 'them. On ail ~uipolibhed plate of copljer the 
eiiamc!ler traced 11-it11 a style t!ic olltlille u f  the figure or sub. 
j rc t  to  be repre-?nted. Tlie Ivns tlicn overlaid Ivith a 
tliiii transh1cicl fiilx; after ~vliicli tile e ~ ~ a m e l l r r  began to apl1lJ 
liis colonrs. Tile oct1int.s of t11c drac.iii;~ tr:lced by tlie style 
v e r e  fir-t cox-rrcd over 11-it!i n c',arli-colourcd enallie!, which 
11-a~ t o  xire  t l ~ e  ontliiic npoii the surfice of the picti1i.e; the 
draperies, tlie s!iy, tile bacI;grooi~d.s, aatl :;cic>surii..i n-ere 
tliell relii.t.ae~lteil 111eila~iiel colours in tc~li.r:t!~l~- tliicli laIers, 
fillill; "11 :lie !<;laces i~iter\-ei;iii; btt\vL,i.ii tlie dark-coloured 
ont!ine. nliicll, a i  i t  n.rrcL,lt..:,k~r~ile:l tile sailie ofiice as the 
lilies of llletal ill tlie lJrocess or iii(.i.llbt(.d ellalllels. Tlier: 
IV;IS: tl:erdorc, n total aLae~ice of s!iaclo~\- in this  liainting, iu 
~vliicli t!~c fir>t il<.>i;n IVXS exprehseil 11y:llici;rlcss o i  colours. 
Ylie 511:tvc Lrr t!,e iiesli tints \\-as filled ~~; t ! i  a Llacl; or deep 
x-it,!i,i cilamcl ; they were t11ell rt~1ic1t~rc.d 1il)oii this groiil~d by 
IT-iiite e~i<i~i iel ,  al~l~!ieclill layer8 more ~ , r  less tl,iii? ill order to 
P W S ~ \ - ~  very liFlitlF iu the sl;:ltlu\vs, mid tlierc.by i~itiic?~te, 
rc1ii.i; tlLe priiicilinl boli- wn,l liinsciil;1r lbnrts of tlie ihce and 
Loclj-; coiixequi.~~tlj-ill this prcicv>a ail tlie cnr;iatio~!s llare a 
bitt1.t. or ~-icAet liac, Lj- I\-liicli t l i r -  mnj- be e:rsilS rrsopiiied. 

" I n  ordcr to  produce c,it>ct ill thi. rert ui' tlic 1r:lilltiilg in 
n.liicli tl;e s1iadon.s uerc eiitirclj- \vont i i i~,  the  light 1~ar:s of 
t11c linir, ch;li)cries, and bncligi.o~u~dn-ere 11lost ~'re~neiitl: 
indicatecl 19 touclies of gold. Tlie i~iiit:~tioiis of precious 
stoncs a p ~ l i e d  upoil tlle m::litli~s of tile s;iiiit> and upon tlie dra- 
lwries are 11ecti!iar to  tliih d c ~ c r i ~ ~ t i u n  of ciialiiels, ~vliich are 
general!- 11aintt.d npo:i flat i~icccs oC coilper rather thick! 
ant1 coated !\-it11 a t h i ~ l i  en;i~l;cl a t  the  back, preseptiilg a 
vih:cou:, al~;~c~;~r:;lice. 

'' I n  tlic i )egi i i l i i~i~ of tile s is teent i~ century, n11eil the arts of 

de>ign vere  lii:iliiilg SIIC~Impid p1.oqrcs., so impcrSect a l"0' 

c c i b  as t;ic first u~ti.lupts ill c.l~a~i:cl l~aiiitingcould uot 10l:gh" 


* .2lln(Iii:: to t!!o?e Dvl,nlpc-1,nbnrtc c0llettion'in t!i? ~\ii!-Lno~\-i~ 
for nlii<.li > I .  I,nli;+rren-~.otu liis adluirable dcbcriytive ca;al~gue,~'~ 
of \I llicl~11e was co-in:leritor. 
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sustained in practice. Accordingly, about this period, .roe 
find a great change in the processes e i i~plo~ed hy enalnel 
painters. Before beginning tlieir painting they covered the 
plate of copper xvith a tliicliish layer of enamel, either black 
or of a deep coloor. Upon the ground thus prepared, they 
executed the draming by iiieans of different processes with 

opaque eilaiilel in anch a iilallner as t o  produce a yyi-
saille,* of whicll the s11ado:~s \?ere obtailled, either by laying 
on tilid ~vhite enamel l e ~ s  thicldy in sonie parts than in others, 
or by scraping it away to let the bacliground reappear; which 
latter ~ ~ e r a t i o ~ ?  to be performed before the firiiig of the vas 
piece. A few lleigl~tenings of white and gold were added to 
increai,, the cfi'ect. Tlie carriatioi~a contii~ued as before, to be 
lightly laid 011 in relief, but n-ere almost alwaj-s expressed by 
a flesh-coloured enamel. 

"If tlic piece, instead of reuiaining in grisaille, was to  be 
coloured, the difi-trent colours of a semi-transparent enauiiel 
were spread over the grisaille. I11 the coloured enainels of 
this class the sky and some portiolis of the grouiid were often 
represented by thick laxers of co!our. The piece was of 
course placed several tiilles in the furnace during these opera- 
t'ions, which cou!d only be doi~e in succession. Thus, by 
adding an enanlel ground to the l?late of copper, before begin- 
ning the painting, the colours nere rendered capable of being 
worked ~vitli freedom and at different times, a i d  became sus-
ceptible of every liind of conibination and of erery gradation 
of tint resultil~g from this fusion. The drawing and painting 
aere also rendered inorc perfect from the facilitr of re-touching. 
The Ln~iousin enamellt~rs possessed a great many other pro- 
cesses and resources." One of these in particular they fre- 
quently made use of. " In  different parts of the draperies 
and accessories,? a gold or silver, ca l ledpai l lo~~ leaf of or 
elinpuant, was fixed upon t,he enamel ground; upon this thin 
leaf of metal the s l i ado~~s  were painted ;it was then covered 

* Gt.isnille,or ca~~zaieu-painting in grey ; resulting i ~ ia chiaroscuro 
0' monochrome picture. 

dcc@sor!esare t h o ~ eobjects in apicture, auxiliary or " accesaorial," 
tothegeneral eKect, but apart from the principal subject or figure. 
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with a coloured translucid enamel; the lustre of the metal 
gave a brilliant effect, which the artist knew how to turn to 
advantage. 

"The talents of the enamel painters of the sixteenth ten. 
tury were exercised on a vast number of objects, and present 
a great variety. Until towards the end of the first third of 
this century painting in enamel mas enlployed almost esc]". 
sively fdr the representation of sacred subjects, of n-hich the 
German schools supplied the models; but the arrival of the 
Italian artists a t  the court of Francis I., and the publication 
of engravings of the ~ ~ o r k s  of Iluphael and other great Italian 
n~asters, pare a new dirrction to  t!ie scbool of Limoges, nhieh 
adopted the s t ~ l e  of the Italian Renaissance. Cartoona 
for the Limousin enamellers mere painted by Rohso 2nd 

Primaticcio; a circunlstarlce which has given rise to the 
idea t h a ~  they their.selves paiilted in enamel. The delightfd 
prodnctio~ls of the engravers, to ~ ~ h o l n  have been given the 
name of"  Petits maftreb." furnisliedalho esccllelit subjectsfor 
the artists in enamel. Dating rroin about the middle of the 
sixteenth cen tu r~ ,  the eriamellcrs no loliger confined them. 
selves to the production of small pictures ; they created a nen 
style of metal-morl;. Basins, en-ers; cups, plates, vases, and 
utensils of every kind, fornied of thin sheets of copper, and 
most elegant in design, m r e  over!aid with their rich and 
brilliant paintings." 

The names of numerous Linlousin enamellers hare been 
preserred; of whom may be mentioned Ldonard Limousin 
(the latter name corlferred upon him by Fmncis I. to iis. 
tinguish him from Leonardo da Viuci); Pierre Raymond; 
four artists of tlie name of Pdnicaud; numerous painters of 
the Courteys family; Jean Limousin; Pierre Xoalher; and 
Noel Laudin. 

The last great improvement x a s  the discovery by Jean 
Toutin of the preselit illode of painting, already described in 
the notice of miniature, and in which a set of ritrifih! 
and opaque colours were laid upon a. nhite enamel ground, 
gold heirlg employed to receive the enamel on account of its 
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bearing a higher temperature. Toutin was not exactly the 
inventor of this new method, for Leonard attempted several 

6 .  PXJSTISG OX POTTEIlY ASD POECELzlIX. 

&abia, and the African ses-board were adorned. This kind 
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of tile is of a pale clay coated over with an opaque white 
enamel,* upon which are traced elaborate patterns in rarioar 
colours, chiefly blue and brown, and sonietimes iridescent, ,,, 
resembling mother-of-pearl. But this Noorish pottely of 

Spain was by no means confined to tiles, for jars and rases of 
great beauty are kiio~r-11 to exist. I t  appears, however, from 
a passage in t!ic 16th cliapter of the second booli of the 
treatise by Theopliilus (see p. G1) ,  that in his time the Br. 
zaiiti~ic Greeks possessed a nietliod of decorating pottery both 
with colours fixed by the action of fire (ahich can be no other 
tlian vitrifiable colours-true enamels),and with gold and silver 
leaf. Damascus was the great reat of this as ~!-cll as other 
maiiufactures. Severtheless, to the cclehratcd Italian majo. 
lica, unirersal tradition has assigned a JIoorish oriqin. This 
mncli is certain, that an opaque stdnnifcrous enau~el Tar 
kno\vn to the Srabs of Spain, at least froin tlie end of t i e  
thirteenth century ; and conseqnently Illore than oiie hundred 
yedrs before Lucca della Robbid produced ill Italy his 
enamelled earthenrvare bas-reliefs. 

Tlie fir& introduction of the JIoorish pottery into Italy is 

* A Frencl~  m i t e r  on ceramics (31. C r ~ ~ p i a r t )remarks tliat travel. 
ler; and arc11;~ologiats have uftm ap],lird the wtad enamel to the 
different kinds of glazing wit11 ~I -h ic l~  is covered, and barepottery 
tIiel.eby created a confu.ion to ~vl i ic l~  it is important to put qn end. 
He s l ~ o ~ r s  the essential dilference existing bet~t-een v;?rilish ( u ~ T I I ~ ) ,  

enameI, and glaze (cutrz~rte),~~-liicl~,~vitli rynonymons,iianies seemin~ly 
offer in reality very different qualities, and are applied to kinds cfPot-
tery very different in their natnre, ttieir nianuP~cture, the manner 
which they are baked, and tlieir character. IIe calls m,aiah evev 
vitrifiable, transparent, and plumbiferou~ (prepared from lead) coating 
( e i ~ d t ~ i t ) ,~r-liich melts a t  a low temperature, generally below t o  the 
baking of the paste ; e~znnzel,an opaque ritrifialrle coating, 
stanniferous (prepared from till)-it is this rr-hich corers earthenrare 
properly so-called ;-and glaze, a vitrifiable earthy substance, melting 
a t  a high temperature equal to  tliat of the baking of the paste. Such 
is tlie glazing upon porcelain and sereral atonelvares. 

Iiolvever desirable i t  may be to carry out this classification+ we 
scarcely know sufficient of ancient pottery to  admit of applying it; 
and in respect t o  the 15-ord "enamel," custom has assigned thenameto 
tlie vitrifiable colours used for painting on glass, as nell as to tho' 
used by the Limousin enamellers, to the 'translucent 
even t o  the  vitreous matters used in mosaics ; yet thesevitreous colours 
are no always opaque, and may not contain tin. 



ite attributed to the followillg circumstance: The Republic of 
us Piia, after a long siege, conqnered in 1115 Kazaredecli, the 
or llussnln~an corsair of Jlajorca : and among the spoils carried 
of back to Italy R-ere nulllerous plates or baciizi of the painted 
of DIoorish pottery. JIany of these trophies nlay still be seen 

)Ill incrusted in the walls and toners of the Pisan clinrches, and, 
he indeed, iil other parts of Italy. It was traditionall. believed 
Iv. in Italy illat the process of ma~luf~~cture imported from \-,-as
lth the same plwe; and being adopted Ly the Italian potters, 
ier aas named ma.jolicrt, after liajorca, the islaud, whence the 
:er original speciilie~~s \!-ere obtained. 
ier lIajolica, hertttofore inore col:;monly lino\vn in this co1int1-y 
jo. as " Rephael ware," or " Faenza ;care," has alrrays been held 
his in so:ile estimaticu from the ul~iversal belief that Raphael 
;as himse:f liad, in the outset of his career. c~ideacended to paint 
he plat~s and disi1i.s. Di~ring the last feiv years, altl~oiigh
.ed stripi~d oftlie interest conferrej. up011 it 11y this reputed asso- 
his ciation, it has met t~ i t l l  Far 11101.e intelligent appreciation, 

niore parlicularl- si~ice tlie exhibition of tlie Soulages collec- 
tion. J i a jo l i i  is not\- reco~ni~ecl as a iiiost important ile- 
relolt~neiit of icdust~ial nlld decorative art, quite 2s escellent 

;el. in its degree as tl;e great works of puiiiti~lg and sculptore of 
the tl:e age in rr!;icll it ar:iri.d at lwrfectio~i, and \vorthy of imita- 
n e  
nd. tion b~ the wt-manufacturers of the present day. 
i$, In tracing the history of this iliiportant description of 
101, 

lot- pottery, \ve find IJc:;aro Tvas the first place in Italy to i~~iprove 
ic ulmn the Hispano-Arabic process. Here a nletliod lvas prac- 

ery tised zs early as 1300 of iluparting an iridescent n~etallic 
ing 
the glaze to an oliaque ~ ~ l i i t e  Jlore tllall a centuryenamelliiig. 
llly after this Lucca &:la Itu'ubia discovered his stanniferous 
are 
ing enamel for :t~~:jl~calicin After 1G0.the Lords an  terra-cotta. 

A L 

ich of Pesaro gave great eilcouragen~ent to the mz~luf~~cture or 
eartheilmare. T l ~ eproductions of this period, which reached ae 

it; considerable l~erkction, are called lnezzn nitrjolica. There 
:to few specimens ; l o t  the drawing in them are eom~arativel~ 
,ose 
md is tolerally pure, tllongh hard and dry, The outlines of the 
urs fi:Ves are black or blue, the white %round is left for the 

flesh, and the drq3eries arc colcurcd. But the greakst pecu- 
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liarity is the iridescent met;tllic lustre, ancl especially a beau. 
tiful ruby-red colour employed in the draperies and decors. 
tioils. This colour was subsequently in use a t  in 
1518; but the secret of its preparation mas colllpletely lost 
about. thirty years afterwards. iridescellt Sellom 
occurs, which has all the appearance of gold. 

About the n~iddle of the fifteenth century the pacticeof 

artistic pottery had extended to Faenz:t-n.llence is derived 
the name of fclyence, a llariie ~vhicll has been improperly 
to  all the enamelled earthen\vare of Italy. The n~an~f i t~ .  
turers of Faenza alid Florence were the first to cover tlleir 
pottery m-ith a white enamel glaze. Towards the end of the 
century tlie mannt:acturers of a number of towns in central 
Italy-of Crbioo, Gubbio. Castel-Durante and Pesars-had 
adopted the improvement. This process collstitutes true 
majolic, the n2cljolicn-$11a. The niet!iod of fabrication vaa 
simple and rapid; the pieces receiving a vitrescent opaque 
coating, Tliicli entirely concealril tlie dirty colour of the 
paste. The paintings lvere then esecnted in vitrifiable cdloura, 
and the fnsion of these coiiipleted the firing. Tlle painters 
were no longer contented with mere decoratire of 
arms, foliage, ornaments, or, at  most, single figures, but 
attempted historical subjects and copied cartoons furnished 
for them by painters of reputation. 

From 1530the art  rapidly progressed. A rer7 celebrated 
artist of this time Tvas named Giorgio Andreoli : he signs his 
fine paintings on dishes " 110Go," (Maestro Giorgio). His 
colouring is extremely rich, and in his works we find the 
golden yello\~,, the ruby red, and the brilliant iridescent lustre 
of the earl3 majolica. But Guidobaldo II., Duke of Crbino, 
was the great patron of the ceramic artists. H e  collected for 
them a large number of original drawings by ~ a p h a r l  2nd 

his pupils. Sonie majolica compositions seem evidently to 
have emanated from Raphael himself, thongh they hare 
neither been pair~ted nor engraved. There are also hat re 
should suppose at  first sight copies of his large well-knorn 
works ; bnt, from difi'crenees in details, these paintings must 
have been executed from sketches norv lost. All thij might 
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.aturally lead to the belief that the great master himself 
pinted in enamel on majolica; but no pieces in which his 
compositions may be traced bear a date before that of l ~ s  
death. 

The majolica painters copied the engravings of Narc 
Antonio a; well as drawings b j  the best masters, but they 
had also original artists of their o m ,  and the art was carried 
to perfection by Orazio Pontana. d short quarter of a 
century embraced tile beginning and tile end of the period of 
highest perfection. From 1560 the art rapidly declined, 
although the processes ncre inlitateil n i th  more or less 
success in other parts of Italy. An attempt to revire the 
xuanulc:ure at Pea'wo, ill 1763, m'ts unsuccessful. 

I t  is. of course. not within our province to describe the 
carious 1;;nds of earthenware, the ornanlents of which are 
co!t~ured reliefs. but \\-l~icli contain no painting strictly 
speaking ; t!;ilt is, on a fiat surface with sl~ading 
colours. We must, tilerefore, pass by the fine FrenchfLryeizce, 
so mysterious and unique in its kind, called Henry 11. 
ware, and also the enamelled earthenware now so familiar to 
us ill the form of green dishes, bristling all over with con- 
torted eels, snakes and reptiles, cray-fish and shells, and the 
iiscox~ery of the f'lbrication of xhicll gave such a ronlantic 
colour to the life of Bernard Palissy. It requires, also, only 
to be remarked of the stonemares of Flanders and Germany, 
that some xpecirnens have po13.chron~atic enamels upon relief. 

Kor need we recall how artificial, or soft porcelain (pdte  
te~zrlre),was first ~nade at  St. Cloud ; or how Biittcher, 
in Saxony, becalne a life-long prisoner through his under-
taking to imitate Oriental porcelain ; how he at  length 
succeeded, througll the accidental cliscovery of kaolin, or the 
white earth, ~ h i c h  forins the principal base of true por- 
celain ; or finally, h o i ~  this natural or true porcelain was a t  
length made at  Shrres. For the true u~lderstanding of 
ceramic mysteries, are tllere not such books as xarryat's 
a i s l o ~ ~of Pottery a,zd Porceluin, iieclievccl and 1Vodern ? 
Suffice it to say, that painters, as well as sculptors, were 
engaged to bring the Saxon ~orcelain (or, as it is called, 
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"Dresden chin,z") to perfection, and that  the  still more artistie 
porcelain of Shrres, especially the costly "old Gi.vres," with 
its beautiful 61eu de poi, and grounds, has vose D u b a i . ~ ~  
beell ornainented with paintings by some of tlie best lllilliature 
painters of France. 

7. GLASS PATSTISG. 

SOIIEaccouilt of Glass paintinq (properly so called), ivliich is 
beliered to liare originated from the tenth to tile t\velfth 
centurv, \rill be nc.cessar!-, before directill% our attelltion to 
fresco and the impro\-ed oil pninting of the V:m EJ-cks,in 
order to give a complcte v i e ~ r  of the al~lilications of painting 
in the later Jliddle Ages. 

Sfniized glass must not he confounded withpniilfecr' $lass. 
I n  stained glass the co lour i~~g i i  not superficial, hut l)errades 
the substallce of the glass, and is obtained by lilisillg 11letaUie 
oxides lrith the glass in a state of fusion. Tile art ofjoilling 
small pieces of stained glass together, so as to form a coloured 
design or species of transparent n~osaic, ~ r a s ,  i t  is beliered by 
ni:uiy, practised in classical times. Altllougl~, ho~x-crer, panes 
of glass and ~rinclo\~--Sran~es bern found a t  I'ompeii I I ~ T - e  and 
Borne, and although the ancielits were perfect1~- acquainted 
a i t l l  the art of colouring glass, as is erident f~.om the Port- 
land and other rases, get the fi.agments of alicirnt wiudov- 
glass liitlierto discorered are all white. But  in the first ages 
of C11ristianit~-, ~vhen  the ancient basilicas r e r e  conrerted 
into Christian temples, i t  is certain that  the rvindo~vs of these 
new churches w r e  adorned wit11 stained glass. Severtheless, 
througllont the tlni.k ages, it is equally certain t!iat niudoss 
of any kind \\-ere 1:,1r from corninon, even for churches. 
~~-inclo\vfilled with slabs of a transparent kind of alabaster is 
still preservtd in the cllurch of St. JIiliiato at  Floraice; 
wllich was built in t!~e commencement of tile e l e ~ e n t l ~cen-
tury. The use of glass \r\-i~ido\~s priratc houses assin  

limited during tile 3Iilicile Ages. I n  France they 
tverc llot emliloyed till the closc of tire fo~lrtecntll ceiltury, 
and tlien rerx rare]!- ; I\ h ~ l e  in En,-land they \rere not in 
coil~lnoll use till the reign of liellry the Eighth. The 
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ordinary substitutes mere parchn~ent and linen ; and i n  
France, paper, rei~dered more transparent by oil or grease, 
was rnuchen~plo~edin doillestic architecture, even a t  a late 
period. 

The brilliancy of the earlS glass mosaics nould i~aturally 
illduce a wish to trace upon tlleiil figures and subjects. The 
origin of painting on glass is, however, involved in obscurity. 
There arc no existing specillleiis to ~vIlic11 can be assigned 
with certaintp an earlier date than that  of the eleventh 
ceutur~:; hut 31~s .  3lel.rifield tel!s us* that mentioi~ is made 
in 919 of "a portrait of I i ing Coiistanti~ie (YIi.),adnlirably 
executed on stained giass." The earliest painted glajs in 
Torli Cathedral TT-as esecut2d about 1200. 

The first attempt:: at  glass paiiiting were made bp foriiliiig 
pieces of stained glass illto figures, and painting tlie shadotvs 
of tlie draperies and other parts ~ ~ i t h  a brush and a ritrifiable 
or enanlel blncl;, reddiall, or bistre colonr, xrhicll Jras fixed in 
the funiace. The painted ~vindo~vs of tlic t11-elith and thir- 
teenth centuries are all executed in this way, and have i n  
other res;)ects a gellrral reseii~blance. The ground of the 
wind017 consisted of luosaic ~ l ~ r l i ,  arranged in squares or 
l~zeiige-slir,~edcompartments, aild filled I\-it11 tre-
foils, and other ornameiits. Over this were symmetrically 
distributed little iuedalliolis of various form.;, containing 
painted histol.ical sul~jects, tire \rliole design being surrounded 
with borders of varied patterns. The subjects of the niedal- 
lioils are talien from the legendary histor- of saints more 
frequentlj than from tile Old or the Kew Testanlent. The 
l~rincipal outlines of the dt~sigi~,  andboth of the 1l:cdallions 
the ground^, are formed by tlie lillcs of lead used for holding 
the diiierent pieces of togrtlier. Subsequently, the 
little medallions were r r~~~lnced  bp isolated figures of a larger 
size, on a mosaic b;ichgrouncl. Tiiese ~vindo~<-s hare a lmre 
decorative character, invariably harnio~iizilig wit11 the archi- 
tectural eft'ect of tlie edifice to wliicl~ they belong. h i d ,  not- 
withstanding tlie gencra~ Lrilliancy of the coiours, from the 

* A~zcientPraclice, bc. IntroJuction, p. lxssii. 



pieces of glass being rarely plain, these mindovs shed a very 
irn~ressive" dim religious light." 

This kind of semi-painting-for i t  is to be renlembered 
that  the local colours were given by the several pieces of 
various coloured glass-was afterrnards superseded by paint. 
ing on glass, in the fullest signification of the words. This, 
horvever, was executed in various ways. Sometimes the 
colours were diluted with a tempera n~eilium, namely, vhite 
of egg;  aud sometimes they mere mist:d with oil, and after. 
wards varnished in both cases. One of the earliest appli- 
cations in Italy of transparent oil-colours \\-as for this 
painting on glass. 

But  the varni.il1 dicl not long protect the paintings esecuted 
by eitller of theae methods a g ~ i u s t  the action of damp and 
sur~liglit. Vitrifiable colours \\-ere, therefore, introcluced, and 
frorn time to time increaseci in number, till the glass painters 
of the nlidclle of the tifttrent!l century w r e  enabled to give np 
entirclly g!a>ses stained in the niasa, and to pi:int upon r 
single piece of white glass wit11 enamel-colours lald upon one 
or both snrf;ices, the glass ansmering the same parpox as 
~ ~ o o c l  c:lnvas This, then, \v;is enamel or in oil painting. 
pai~lt ingon glass; the colours vere true enamels, clilonred by 
metallic osiilea; the rehicle !!-as a vitreous orcon~~~ound,  
"flus" (see p. 109);arid the painting was fised upon the glass, 
and incorporated with it by firing the plate of glass in a 
furnace. 

The invention of this glass enamelling has been ascribed to  
the F l e m i ~ ~ g s  or Germans ; but Le Vieil, a celebrated French 
writer on glass, claims the honour for France, giring it as 
his opinion that  the origin of painting on properly 
speaking, took its rise in that country in the eleventh century. 
From the celebrity of the gl;lss worl;s a t  JIurano, it 111ight 
be supposed that the Venetians x~onld have excelled in the 
art  of painting on glass ; but this has not beell the case. The 
a r t  was but little practised by them, and the glass manu' 
f~icturtd:tt ,\Iurano was found too opaque for this purP"se. 
The art  has, however, been practised in other parts of It&', 
and Tas:lrihas given a lengthened descrii~tion of it; but it 



9' appears that the Italianr procured their colours (smtrlti) from 
Germany, and if they did not thence obt'lin their glass, they 

ed sometimes employed German glass n ~ ~ l i e r s ,  or Italians who 
of had been in Germany. The g!ass, for esanlple. in the windoms 
lt. of the Dnomo of Florence, which mere painted by the fan:ons 
is, Lorenzo Ghiberti, mas made by a Tuscan who had learnt the 
he art in Lnbeck, contrary to Vasari's assertion that  the glass n-:is 
te Venetian. The most disti:iguished pninter on glass of the 
P fifteenth century, ill 1tal:-, was a native of Vlm in Germany, 
i- Beato Giacoino da Uln~o.  The discovery of the art  of 
.is staining glass a transparent jellow mith silver has been 

ascribed to Van Eycli; bat  i t  is attributable mith greater 
:d reason to this Fra  Giacomo. Another, also, and the greatest 
ld of all tlie ar tkts  who practi5cd p i i~ i t ing  on glass in Italy, u;as 
ld not a nntive-as, indeed, is imported by his name, Gnglielmo 
ry de Narcillat-that is to say, if tlie usual interpretation of this 
P oame, as '' TVilliarn of Marseilles," is correct, of which, how- 
d ever, 3Irs. 3IerrifieId sho~vs there is some doubt ; at  all events, 
e there is no doubt he was a Frenchman. Vasari mentions the 
IS great dexterity of Guglielmo in applving different colours to  
?1 thc same piece of glahs. Tliis Jvas efyrcted by using a white 
S glass coated or cased with red ; ce~tr.in parts of the reil glass, 
lr which formed the local colour of tlie draperies, were gronncl 
31 away, and in these parts new layers of glass, variously 
a coloured, were introduced, xhich s e r e  fixed by firing under 

the muffle. 
0 I n  the fourteenth century the glass painters already began 
h to copy nature with some success. The light and shade be- 
S come more vi~oron.;, and the flesh, instead of being repre- 
B sented by violet ti:lted glass, as in the oldest specimens, is 

painted on white g l ; ~  wit11 a reddish-grey colour. The 
t pieces of glass are larger, tlie strips of lead are placed at 
B wider interval*, large single figures occnpjing a w!iole window 

become more common, and these figures are placed under 
elaborate canopies, and on a plain blue or red, instead of 
mosaic Qound. 

9 From the beginning of the fifteenth centnry t'he tendency 
of the artists to produce individual works is more and more 
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observable. ''The decorations \rhich, like frames, surround 
the figures and subjects, and ~ r h i c h  always are borron-ed from 
the arcllitecture of the time, are increased from day to daI, 
and present a great complexity of lines and orl~aments, which 
hare  often a re ry  beautiful effect. During the greater part 
of the fifteenth century, the legends l~ainted upon the pliY 
lacteries explain the subjects ~l lost  c o ~ ~ ~ l i ~ o l i l y  by a verse of 
Scripture. The blue or r ~ d  hangings introduced Seliiad the 
figures are of damaslied st& of great richness. Borders are 
rare, and when fbund consist of brailclies of rather meagre 
foliage, painted upon lollg strips of glass. The artists lllalie 
frequent use of gri.sailles (qee 13.129,note), TI-hich admit a great 
deal of light into the edifices, bnt produce nolie of those fine 
efi'e'rcts of tlie o!d colo~ued mosaics. 111the seco~id I~alfof t!ie 
fiftee~~tll buildi~~gxctxli t~l~y,  and landscapes in perspective arre 
first ilitrodnced. 

" I n  the sixteenth centiirr- artists sho \~ed  cl.ent sliill in 11i.o-
ducing graceiul compositions, deptli of bacl;grounil, trees, 
fruits, and ilon-ers. Claiide, Bernard P a l i i x ~ ,  Guillaume, 
Jean  Consill, P i i ~ a i ~ r i e r ,ancl many other.; distinguished 
tliemsclrc~si n  tliis style of l~: t i~i t i i~g,  ofaild proc1ni:cd ~ ~ o r l i s  
great corrrctneqs of tlm\vi~l;. and re11i:trl;abie execution. But 
the era of g!ass l ~ ; ~ i n t i n z  was at  all eiiLl. Fro111 tile l~loment 

. . 

that  it n-as uttcil:pted to transform an art  of menu* 

mentnl decoratio~l into an art of espression, its intention 
was perverted, arid this led of nesessity to  its ruin. The 
resources of glass paintin;. Tvere Illore li~nited tlimi those 
of oil, \\.it11 x r l ~ i ~ l i  ~t~i:~!,le From the elld i t  ,736 to colnpete. 
of the sixteenth centnr? thi, art \\-as in its dccli~ie, and 
to\\-arda thc liiidille of the sere~iteen!h ~ v a s  ci~tirciy given up."X 

I n  Germanp and S\vitzvr!and, from the bqi;ilii:ig of the 
fiftecntli century, p3ilitcd glass TI-:~S rc ry  mnch used in the 
decoration of private h o ~ ~ s e s  as well as for rt~ligious purpo"~~ 
Tllcre 11:ls been an attempt of late Sears to revire t!ie art of 
l ~ a i ~ i t i ~ l g011 glass, botli at I~ome and a!~road ; but too ofrellre 
filld the misconception ot. i:s prolier Su~xctiou alludedto abore* 
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In the windo\r, for esanlple, from Nilan, in the Great Esliibi- 
tion of 1851,the cl~iaroscuro mas so powerfully expressed, that 
solne of the sliado\\-s were quite opaque, which can scarcely 
be allowed as a leyitiiliate efI"ect, n hatever the abstract merits 
as a work of art, i11 an object primarily ir~tended for tlle 
transmission of liglit." Tile cololirs of lnodern glass appear, 
also, coicparatirely poor; but inay not this be l ~ a t l y  the 

of age, as well as i~ianufact~lrc ur ~uethod of painting? 
We all 1;now the purifting as well as the blcacliing efiut of 
lig1lt ; and 111:~~n e  not reaaonabl~ snpposc that, during the 
long a:es tile old glass has been permeiited and saturated by 
floodsdf miilight,that the coloars hare beell chastened, puified, 
and exalted iii brilliancy ? 

* The largest specimen of modcrn glass painting e x e c ~ t e d  in E n d a n d  
was a gorgeous pictiire enlliVited a t  so. I S ,  Oxford-street. in 1S30. 

The subject Tvaa rile " Tournament of tlle Field of Clotll-of-Gold," 
betxveen Henry T I I I .  and Fra~lcisI., a t  Ardres; the last tonrney, 
June 2.5, 1 2 2 0 :  painted by Tliomas \Tilmal~urst (the horses by Wood- 
rcard), from a sketch by R. 7'. Bone. This r~indolv rras 432 square 
feet, or 1 S  by 2 4  e e t ;  and coiisi~tt-<I of D5O i,iecce. fitted into metal 
astmgels, ?>.Iling ~ v i c l ~  SO that  the  \%-hole picture appeared the s l ~ a d o \ ~ s ,  
an entire sheet of glass. I t  was exl~ibited in a first-fioor room, de-
corated in the taste of the time of Henry 17111. 7'Iie picture was 
con~posed from tile details of Elxll's Chro?ziclc,and conta i~~ed up\vnrds 
of 100 life-size figul.r.s (10 j,ortraits, niostly after HolLein): including 
the two Queens, \Tolae\-, Aline Goleyn, 2nd tlie Coui~tess of Chateau- 
brialit ; Charl2s Bmndoii, 3nl .e  of SuTolk; Queen Jfnry, Dowager of 
France; tlie ill-fated 1)tlke of Guckingliam, kc .  Thc gorgeous assem-
blage of costume, gold. arid je~ve:,, na\-ing plumes, glirtering arms, 
vel\ei. ermine, and e:oth-of-gcI(1, \!-it11 ileraidie einbiazonry, pic-
turebrjlle!y managetl. The \pork cost tilc artist ~o(l(i1. On the night 
of Jan. 31, lRI:.', tlie hause Tias rlestroyed in an accidental fire, and 
mth it tile picturi. ; not even a aketcli cr  study ~ ~ 3 s  snved, and the 
Property Ira5 rrholly uni~i>nred.-Cirria\;ties OJ LonrZn~l,p. 277. 



-- 

the  decoration of the Xe\v Palace a t  JFTest~ninster-\vill as. 
suredly justify our  treating the snljject a t  some lengtIl; 
especially as the details are interesting, and there appear to 
be frequent nlisconceptions i n  reference tlicreu~ito. 

Painting in fresco-in Italian ctl fi~eaco-talies its name 
froill being executed npon the last coat, I\-llile it is Lfi-eshly 
laid and still r w t ,  n-liich the plasterer puts on when finishin; 
a room. This last coat, called by the Italians iizfoizaco,is 
coml~osed of finely-dtecl rirer-sand and linie mixed in certain 
proportions. The \veil-known te r ide~~cy  of linie thus used to 
ililbibe water and harden, gives its peculiar character and 
durability to  frerco. The colours being ground in rater  and 
mixed with l i~l ie  \\-hen applied to this absorbent s:lrface, 
become iricorporiited \\-it11 tlie lime-water arid sand of the 
plaster ;" ancl when dry they are not to be di~solved a g i n  hp 
water, n l t l ~ c ~ n y l ~  inte1.11it1 darnp will in time hare the ~uost 
injurious effect; the L a ~ i s  of fresco a l ~ d  the colours thus 
become inaep:walle nncl positively harder than stone. The 
rapidi t j  ~ i t h  w l ~ i c l ~this coat of plaster dries, presents, holy- 
ever, to  the  artist oneof the greatest difficulties of theprocess. 

* Th? 17flr1l "plaster" i> lierr ~ ~ s e l l  in a penera1 5en.x :it is not tobe 
u~irlerrii~oilt l i n t  pin-trr or g! plun: i~ niixc~lsit11 the linie. plaster! 
strictly ~11eakiilg. is t l ~ eItalian ! / isso,  of nllicll Ire hare already €poten 
(.<ccp. i), a~:rIin old book; on art, pin-ter cast5 arc conimonly called 
" gez~o;." l ' l ~ eJ J - O I . ~ ~stucco i; sornetinles irle,i in(ii8i.rrntly for plaster' 
for the es:erior coating of a Iloure, 31111 for co11111o-itio~1s need in ma%i? 
ornanlcnti. 1!?-ail ma!., of course, he coml,oied of anj- matei.ialr* 
is to !,c ~ , n i n t c ~ lon nhcn dry iu disterr~per nitll colours simply diluted 
with wzter aud size. 
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Only so much of the plaster must be laid on as the painter 
can cover and complete as a portion of a picture in  one 
Joinings are therefore unavoidable, and some ingenuity is 
necessary to conceal them by making them coincide rx-ith lines 
in the composition, or take place in ailadows. 

Only those colours can be used wllich li$-,t mill not act 
upon or lirne deteriorate." The fresco painter is thercfure 
limited to a few pigments, vllich arc principally natural 
colours or earths, and consequ.r.ntly ;;ober in hue. The blue 
is the only brilliant culonr in fresco; but the old masters 
rarely ernplc>-ed either the  cobalt or the still more beautiful 
u1trarnar;ile used. in moclern frescoes ; probably on acconnt, 
Futly, of the espensivenees of those colours. Their blues, 
therefore, being generally imperfectly prepared mineral com- 
positions, have commonly faded ; the frescoes by Guercino 
being one of the rare exceptions. The blaclcs and grevs, rrhich 
are nearly all derired from animal and regetable substances, 
hare also proved very fngitix-e. Lime i i  mixed, as we have 
said, ~ ~ i t h  the colours ;but lir11e itself is alao used alone as a 
pigment for the lights, the presence of sand wit11 the lime ren- 
dering the plaster ground n delicate hallltint. The Gerinan 
fresco painters consider i t  indispensable that  the lime slloiild 

" Mr. E ield, the author of Citronnrrtics and other valnable marks, 
says, in reference to the last re>triction :-" This need not, hou-ever. be 
a universal rule for painting in fresco, since otlier crrrrentillg materials. 
as siron,- or stronger than lime, may 11,e employed, u~-hich h a r e  not the 
action of lime upon colocr;-sacl~ as calcined ~ y p s u n i ,  of ~\-hich plaster 
of Paris is a species; ~ ~ l i i c l ~ ,  bein,- neutral sulpIr:~tes of lime, excetd- 
ingly unchangeable, haye little or no cl~rnrical action upon colonr-, and 
would admit even Pru.;-.ian bloc, u-e~etal  lakes, and the most t en~ler  
ColourS to be cmy1o)-ed tllereon. .u as greatly to extend the syllere of 
tolouring in frecco. adapted to its various d e s i ~ n s  ; ~rli ich bases merit 
also the attention of tire painter in crayor~s, sca~.liol:t. and clihteinper. 

" s o  far, too, as regards dur:rbility and at~.euptll of the groulrtl, the 
"OmPo and cements, rro~j- $0 generally rn~plo! etl in arel~itectural model- 
lings, Stficco ant1 piaster ~ ~ o u l d  aITord a new and arlvantageous groilnd 
for Painting in fre2co : and as it resists damp and moisture, i t  is n-ell 
ada~ted,with colours properly ctioren, to situations in xvhich r~aintings 
executed in other modes of the art ,  or even in ordinary fresco, 1\-0uld 
"Ot 10% endure." All tllis is true ; but tire ~vorci fresco is he1.e ap;)lii.d 
to kind.; of pailltillg ~\-llich 15-e find i t  necessary to dis-
tinguish from the true fresco employed by the greatest masters. 
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be slab-ed and 1;ept buried underground several years before 
it is used, either as a pigment or for coating the lvalls. Early 
authorities do not, holrerer, insist upon the ilecessity of 

l iee~ing the linle for a very long period, and there is no ap. 
parent scientific reason for doing so. 

From t l ~ c  po\~-er of absorption, little force of s h a d o ~ ~  is attain. 
able in fresco compared to tlie deptli and trxisparency of oil 
l~ai~itin;; but this deficiency is niorc than compensated, for 
intnnal decoration, by the far greater ~ I I I I ~ ~ I ~ o u P ~ ~ . ; ~of colour 
in fcesco and its breadth of brigllt pearly elfect. Tile colours 
assume, as it x-cre, cr~-stalliiie briliiancj-, yet TI-ith none of the 
glare of an oil painting, ~\-liich prerents, if the picture be 
large, a great portion being seen : the colours, moreorer, 
do not Lecome emhro\~ned with age, like those niixed with oil. 
Sonle of the disadvantages of oil painting for large monu- 
mental and decorative \rorlis here alluded to inax be obsemed 
in :lie \Yhitrhall ceiling painted by Rilbens. Bat, altl~ough 
the s t ~ l e  itself'of fresco is more brilliant, yet, in e:rrly frescoes, 
the colonrs Irere actually used pure aad iinbro1;en. These 
frescoes, it should, holrerer, be remembered, xrt2re executedin 
chapels aln-nys ~1erratlecl1,v solem11 t~riliglit ; tlie colou~,  there-
fore, ~ o i i l d  not appear at all g u d y  ; the glooin was, in fact, pro. 
vidttd against by this extra briglltness and crudelless of colour. 
The sallle remark applies to tlie ancient rnnnins at Pon~pii 
and else\rlicre. IIouses in sucll a cli~llate \rere naturally kept 
dark, to exclude tlle slunmcr heat ; tlre crudest tones nere, 
therefore, liarulonized, and becaine almost necessary. 

''The poll-er of fresco," Haydon saj-x, "lies in light-the 
poxver of oil in depth and tone. A might2. space of luminons 
deptli an& 'darliness visible' a mnrky sp!e~:dour to a 
hall or public building. A nlighty space of silrery breadth 
and genial fleshiness-mith lorely faces, 311d azure draperies, 
and sun~iy clonds, and heroic forms-elevates the spirits, and 
gives a gaiety and triumpliant ,joy to the mind. The 
shadow in decoration tlie better." 

The inaterial limitations, then, of fresco, and its being re. 
stricted from tlie resources of other kinds of pinting, coy 
pel greater attention to  the higher and more essential qud- 



ties of art. I t s  immediate and necessary connexion with the 
highest aims of art, precisely fits it, however, to enlbody 
t,hose inventions which belong essentially to the domain of 
tllougllt. I t  thus becornes a great test both of artistic knom- 
ledge and conceptioli; and hence it is rery generally aclinow- 

to be the noblest style of art." A11 intimate acquaint- 
ance with everything rel3reseated is "essential by compulsion." 
Defects in composition, form, action, expression, and the treat- 
nlcc: of draperj inay be redeemed in an oil painting by various 
technical merits; not so in fresco. Here we liave not the 

allurer~~entsof transparency1 depth, and richness; xvhich, 

tllough not the grand eaariltia!~ of art, Illax yet please, and 

form the excellence of pictures ~vortliy of colnmenda- 

tion; on the contrary, here, there is no evading such things 

as anatomy, cira~ving, and expression. 


Fresco (and of course the less durable methods of oil and 
distenlper) is very nluch aKected in tiii~e by the nature of the 
wall upon which the plaster is spread. The folloning are the 
conclusions on this subject given in the various reports of the 
Royal Comnlission on the Fine A ~ t s ,  h a ~ i n g  reference to the 
decovatioll of the Kew Palace, \Vestminster. Ashlar walls, 
that is to say, xvalls co~nposed of ficesto~les as they come out 
of the quarry, are objectionable, because they become very wet 
in warm weather, fro111 the condensation of the damp in the 
atmosl)llere on the cold wall. Ilnbble ~valls are Tvorse ;from 
the loose, incongruous materials employed : nlany of the most 
precious works of the great illasters o w  their destruction 
chiefly to the circunlstaiice of being painted on malls of this 

* ariahael Angela is reported to hare paid: " To paint in oil is a n  
art fit only for \%-alum, aiid easy and lazy persons like F r a  Sebastiano" 
-il colorire a olio era yrte da  donna, e da  perdone agiate ed infingarde, 
come Fra Iiastiano. JJ-e need not, llowever,infer t11at the first clause 
of this sentence (which is all that  is generally quoted) was Xichael 
Angt.10'~ unqualified opinion. This remark, made relatively to  fresco, 
was a mere burst of anger against Pebastiano del Yiombo, who had 
earned his reputation by oil painting, and liad the insolence to try, 
against the wish of 1Iichael Angelo, to perauade Paul 111. to have the 
Last Judgment painted in oil. 1Iicliael Angela himself painted very 
successfully in oil, if ~ v e  may judwe from the wonderful unfinished oil 
Picture attributed to him, and l a t z y  in the JIanchester Exhibition. 

L 
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description. Frescoes may be safely executed upon lath. But 
brick walls are, upon the whole, the most eligible. 

As there apppar to  be some misapprehensions respecting 
the conduct of works in fresco, especially those of the colossal 
dimensions seen on the walls and ceilings of Continental 
palaces and ch~wches, we shall offer a s l ie t~h  of the method 
employed. 

It is assumed that  i t  is impossible to  retouch a fresco 
to any extent. The portion of morli unclertaken in 

the morning must be completed during the dap. Henee 
every part of the design nlust be defined in preparatory 
studies. The fresco is, in fact, a copy from these, the former 
being traced on tl:e \ d l  fiom a finished drawing or dra\rinp 
of the same size. Such large preparatory drawings are termed 
c u i . t o o i ~ ~  B cartoon, ~vhen of the 1;iiid pre.(see p. 7, cote). 
pared for tracing a fkeaco, is a sinilple black and white dran. 
i ng  without colours : such, for exanlp!e, as the tao  large 
charcoal drawings by Bgostino Carracci in the Xationd Gal-
lery. But  an additional coloarecl cartoon was alsu prepared 
to  perve as a study of colour, ancl a guide cluring the execu- 
tion of the fresco. Such cartoons for ii,esco arc preserved in 
the diiferent collections throughout Enrope. These finished 
cartoons nere also designed for tapestry; the well-known 
series of cartoons LJ- I<apllael at  Hampton Court iiffordinga 
notable instance. The ~vorlier in tapestry traced the outlines, 
and nlatclled as nearly as possible the colonrs; sometimes, 
hoivercr, introducing heighteiiings of gold. (For a f rw~~orh  
on what we niay call painting in embroideg, see note E in 
Appendix). 

The cartoon fix a fresco is generally from small 
dralvings ot'the 11~1lole conipositiun, with the aid ofcaref~~lsepa. 
rate studies for the more in:port:nlt parts. As an assistanceln 
thebe drawings, sereral oftlie greatest nlasters (many of rhos 
w r e  sculptors as well as l>ninters) illodelied their figlires in was. 
or clay, and arranged ~1ra~eri t .s  of linenor on then1 con~~josed 
muslin saturated in clay-water. These modeis were disposed 
according to the illtended arrange~iient, rnld from thembe 
incidental effi.cts of light and shade mere studied. They 



were especially sei-ciceable also in enabling the artist to con- 
quer the difficuitiee of foreshortening; and i t  was by such 
means that Correggio painted his wonderful foreshortened 
fignres in the cupolas 

\Vhen the fresco is to be very large, and i t  is found incon- 
-&ens to prepare a cartoon of the same size, the drawing 
may be nlacie less in some proportionate degree, fractioilal or 
intepl.si, and after~varils enlarg~d by squares to the full di- 
mensions, portion by portion; or con~positionofthe ~ ~ l i o l e  
the full size nlay be divided into two or more cartoons. 
Raphael's cartoon for the "School of Athens" mas divided in 
this may; apd the portion preserred in the Ambrosian Library 
at 3Iila1~ contairrs the figures only \vitliout the architecture. 

A finished draning of the full size (or a portion) being 
readS, a part of this " ~vorliing" outline, as mnch as can be 
finished in a clay, is now nailed to tlie wall, and transferred 
by tracing, or, as i t  is also eallecl, cnlking. This is effected 
either by priciiiilK tl~rongh t!le lines into tlie ve t  r~all ,  and 
pouncing the holes with red or black dust, or by tracing tlie 
outline with a ~l iarp  point, ~ h i c l l  leaves slightly iliclerltcd 
lines on the l~ l~~eter .  the fomis Beaides the cartoon in \vhic!i 
and general light and sl~acle arc detemnlinecl, it is desirable, 
for reasons already gir-en, to have a colourecl slietch of the 
whole composition. This is frequently prepared by the oil 
painter, but it is orilina~.ily found al~ilost indispensable in 
fresco, in which, ~vllen finished, i t  is as impossible to change 
colours as  fbrms. Some fe~v, it is true, of tlie great Italian 
f~eaco painters conlilienced at once upon the \\-et wall, merely 
nlarli~ng the relatire position of the figures with a few strokes 
of the point; but fresco painting has so Inally u~iavoidable 
difficulties, that the modern artiht finds it necessary to anti- 
cipate as manj  as possible. H e  has, moreover, the esarnple 
of the trro very greatest masters of frerco to keep him in 
countenance: for even the impatient genius of AIichael iSn,oe:o 
condescended to the tedious process of pouncing, and Raphael's 
cartoons are lilie\vise corered with pin holes. IV11en any 
def~ct in the l.'~intir?g is irretrievable, the spoilecl portion is 
carefully cut out and replaced by fresh plaster. 
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lvhen the ol~tliiie is secured on tlie ~r-all, the artist tau 
derire little assistance from any sonrce otlier than ],is 0q.n 
esperience. The first applied, tints, ~ v l ~ e n  looli fililit and 
spectral, and si~il; in  lilie r-aiiisliii~g sliirits; so that it is ne. 
cessary to go over the surface repeatrdlr before the full effect 
a p l ~ ~ a ~ s .From tliis tendency to ainlc in, i t  must not, how. 
erer, be concluded, as i t  is commonly, but erroneously, that 
frcsco paintill# is pi:rpetunl glazing like \~-u te r -co lour t i~~tb~ .  
On t!ie contrary, we find on the surface of old frrscoes a 

geminr body of colour, or i inl~nsfo.  An example of this may 
be seen in tlie " Tiaion of St. Catliarine," l ~ y  Ciiulio Romano, 
in tlie Satiolial Gallery : the liglits on t h t  edges of tlie clo~c!~ 
gli.teli fro111 tlieir actual re1it.f. Mr. lTilzon, in his "Conti- 
nental 1:eport" t o  tlie Fine Art  C'onimission, says : .'\Ye find 
i n  the frescocs of tiic old m:\sters every quality of es~cution 
thlit has a iianle in oil yainting, :,ltliongl~ those qunlities are 
necessarily exemplified in diiti.reiit degrees ; \re liar-e trans. 
parency, o1)acit)-, rirli~iexs ; we Iinve t l ~ i n  and tliick painting, ; 
iiay, loading, aiiil tlint to ail extent n-l~icli cani!ot be contem- 
pl:\ted in oil. l y e  liar-c tlie rn l~n ,  traii.~l)arent, elqailt liaintiu,o 
of tllc Florentines and Euliiaiis; the rich variety of the Te- 
~ i e t i a ~ i s ;and there are ca.Ge:: i n  \~liicli the ~r-ell-nourished 
brush of Rcmbrandt .sec.nls rctprrvnted i n  tlie ~vorks of the 
fresco painters of old Italiaii times." 

It miglit be snpl~osed impos.;ible to remove frescoes from 
tile 15-:ills on ~vhich tliej- are l~aiiittd. n u t  this is easily effected; 
tbongh not ~r-itliont great danger, if tlrey should Ilnypen to 
hare  bee11 fillislied in tempera. I n  tliia case, the su11;equent 
touches are destroyed : an accident ~vllich also frrquentl~ 
occnrs t ~ l l c n  frescoes arc cleancd in an igilorallt and careless 
Inaniler. The metliod adopted for removing frescoes is 
apply upon tlie face of the paintilia a Iilrcll cloth, covered 
xvith a biud of The " intonaco," or last coat of l)laster9 
i s  tlien cartfully det:iched fiom tile 1~:\11 ~ v i t h  a k n i h  The 
rol~gIi surfiace a t  the bacli hnving bt~en rubbed do"" '''' 
pll~ilice-sto~lL~,until the plaster is reduccd to tliethinne$sb~ 
conhistelit \\.it11 tlie prcserration of the paint i~lg~ canvasIS 
fast& upon the  back, aud tlie cloth in  frolit woistenedmd 

I 

I 



- - - 

reniored. The detached fresco may the11 alit~ost be treated 
li];e a coi~ilmoon ail picture, if this operation has been bkil- 
fullS It has now beco~ile quite a hallit in Italy 
to reiilove, by this method, frescoes of intereat, for sale, or for 
pi.eaerra?ioi~in public m~iaeulus. 

OTIiEIt I i ISDS O F  PA11T T I G  ALLIED T O  BCT 3IISTAIiES 
r01: I'ltCYCO. 

As R ~~l~lsecjl:euce of t?ie true 11at:lrc of fresco, of i:iis~o~ii.el~ii~ii 
there ai-r: O ~ ~ I C T  ibr it ; boiiie of liiiids of l~:~iii:iiig ~i~ibtalieli 
rr-liicli have littlt~ iii coliliiiuii \\-it11 t l ~ a t  1il;inly art. Tlie 
rnet!iol liitlierto des~rih:~l is c~lle(1 by tlie Italinlia Lzcott (gcc~d, 
gentline, or trlie frelco), : i~ ic lis st;ltecl 1:g Vasari to liavt. been 
adopted 1ty the gre.lt 1iia4ei.s. "Cao~ii'reaeo " docs not, !iov:- 
erer, nplxar to hare Lcuii in use till near tlie close of tlie 
fourte~iitli centurj-. 

Oiie suhstitnte for ge~iuine fresco is ternicc? secco (;li.\-), or 
'' frescu secco," or, as it is otlier\ri>e calied, '' iiiezzo" (liali') 
fresco, or Flore~~tine Gehcu ; for, lilce p:r>oils as ~x-ell as t l i i ~ ~ g s  
of doobthil repnta:ion, it iias liiaiiy cilitrsrs. Tliis ~aetliod of 
lime l~uint i i i~  Tlie follo\r- has beell cleucribed 12)- T!lrop1iilus. 
ing ill explain ill n.liat it diihrs from tlie tirri~ier llrocess :-

The plastering harilrg liceil coliiljleted i11 tlie ordinary 
manner, it is alluzcetl to cl,.y tliorouglilg. Tlie surface is tlieii 
rubbed ~1:itli ~umicp-stolie, and tlii. eveniiig before th* paiiit-
ilig is to he co~iiiileiicrd it is tlioroughly rretted n-it11 water 
in which a. little lilile lins bee11 mixed. The vall  is again 
lnoiste~ied the 11cst m o ~ n i ~ ~ g ,  and the artist the11 traces his 

outliile, and colililleilces to paint in the usual 11-ay. I f  tile 

all ~1:anld becollie tcio drJ-, a syringe is used to ~~-\-rt  
it ; and 


thus lie can alu-a-s keep tlie 1,lastcr in a C;OOC\ 
state for ~ o l k -
ing 011. He can therefore quit or rrsulile his work at pleasure ; 
he l ied not rigidlS calcclate liis d;ig's xrorl; ; and no joiiiings 
in the paiilting are obserrable. " \\'orli done in this way r i l l  
bear to be I!-asheil as x~-ell as real fresco, and is as durable; for 
ornallielitit is a hcttcr method tliall real fi~esco, as ill tlie latter 
art it is quite impossiLle to mal;e the jo i~i in~s* at outlines, 

* me have already explained ?hat these joinings are uuaroidable : 



olving to  the  complicatecl forms of outlines i n  ornament 
[the joinings are particularly observable in  the  Loggie of the 
Vatican]. But whilst it offers these adrantages, and is par. 
ticularly usefrrl ~vhere  mere oillamental paint i i~g is alone con. 
ten~plated, i t  is in  every respect an inferior a r t  to  real fresco, 
Paintings esec~ltecl in  this mode are almars lrearS arid ol)aqoe, 
n-l~ercas fresco is light and tranup:ircnt."* This process 
appears to  have been coiiimoii iri I ta ly clurirrg the thirteenth 

centnry, and till the  introcluctiori of true freco.  The head 
by tiiotto in the Sa t iona l  G a l l e r ~ ,  from the  Brancacci Chapel 
of the  C:triniire at  F l o r e n i ~ ,  is in  fi.esco secco. 

A nearer approach to  tlie e&ct of bnon fresco is, Ilarreeer, 
made I)? rongl~ly commencing tlle design, and h:istil- la!-ing 
i n  tlle fbrnls aiid masses of coloor ~ i l i i l e  the  plaster is 
v e t ,  a n ~ l  tile11 finishing ~\-llc~ri dry in  fresco secco or tem-
pera. Tile ~ n i s i n g  lime with tllr colours in true fresco 
occa.ioils a want of force, \vl:ich i t  was also sought to 
reinerly b~ these " This lnst n ~ e t l ~ o d  retouchings." of finish- 
ing by retoric!ling in tcmper:i is certainly tlie least legitimate 
process, altliougl~, Sroni tlie Llcilit? it aff'ords in concealing 
dat'ects, and the tc.n:pting nieans i t  1)rrseiits of giving ileptha~ld 
force to  shnclons, it  Ilas lieel: employeil more or less by~iearl~ 
all the great nlasters it' not so much at  Florence, certainly 
in  the otlier 1tali:ln scliools. Retoucliings n-it!iout lime are, 
horwrer, altogctlier usr1t~l;s ~ v h e n  a fresco is intended for es. 
terior decoration : siniply and literally beca~ise the7 ail1 not 
m-ash, for tllr first >Ilorrer ~voulc! rclnove all such additions. 

These reto:~clli~~gs n ia r  be t,asily cletcctei!, for they soon 
-. ..--. --

" Tlleuc ili\-isions in tllc pa:cl!\ro:.l; ( f o r r ~ ~ c l ~  cnlled),of rhichit 111:1y 1~ 
all \~-ork> ot' t l ~ wI<iiidmnst  cuii.:,t. are :rrliong tlie rests of fi.ercopfinting
p ro[~~ . ly  Wl~enevci. i~tr ihceu f  plastl!rlnrh-so cxilcrl. tile estt,nt of ;L 

ortt n joining i- 11chthat i t  j\-onl!l bc ~~~~~~~qiblc to eonlplttc tLe yrk
contained i n  it in :I dny, i t  nl:r!: el cn \vit!iolltI,e concin~l~,il, otl,er In-

dic:~!ion?, tl!uogl~ s u c l ~are rc l l l r ;n~ \:-:intin.-, t11:lt !lie mode of ese. 
cution lras not \ r i~:~t  i. c:rlit~l. i,oi)nfrc,.co." \\ ;:I15 ,lceor~tt.(lby the  
e2lr1ier It:rIi:111 nla>tCrs ekl~il~it i n  tllc [,~:I>!csllavil?g"'n o  j,>inin;s 

referencc t o  tlic rlcco~~ntion~ 
I I ~ U I Itllcn~. rlie ~~aintiii;sm!lst$ 

querttlj-, I~nvehe11 n<l,lcil\i-lletl tl:e cntirc SIII.~:ICL' dry; ""~ r . 1 ~  must 
either 11:ivc been csc.citteil i l l  tcmprr:~.or if nit11 lime, by illc2Ln5 o f "  
prucess c:~llcd " ~ecco."-L~i~l l i r : . . I'i.Ifitrti.;,il.s, kc. i

+ Sdcortd l:el,ort of the Co~nniissio~ierson tlie Fine 

I 
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FRESCO IN ANTIQUITY. 

become darker, and present a dim, smoky surface. Indeed 
some modern frescoes in the Vatican have, more particularly 
in what should be their high lights, become quite blacli from 
tllese touches having been aclded as described. Pasari-who 
Limself painted numerous no r l ;~  in fresco-says : "H e  
nlio cannot tinish his work i n  one day is obliged to retonch 
when the fresco is dry, which in time brings on patcllings, 
stains, r~touchingq, colourh one upon another, and brush 
nls~ks, after the culour is ?et, nhicli is the vilest thing in the 
rrorld, because it is evidence of the shallow power of the 
artid " 

These are the distinctions, then, b e t ~ e e n  the three chief 
processes emplojed in wall painting. Fresco is executed n i th  
lime colours on the n rt  pla,ter ;-ecco. also, mith lime colours, 
but nhen tlie plaster l lns diied and been re-moibtened; and 
tempeia, or, as we now cornniorily call it, distemper, without 
lime at all, and on a dry mall. 

1. DID THE ASCIESTS PAIST IS TRUE FRESCO" 

HATIXGbecome acqnainted x i th  the principal modes of 
mlual painting n hicll ale either ~ossible or roba able, n e are 
in a better po,ition to akcertain the answer to this inquiry ; 
for, AS we hare no .atisfc~ctory ancient authority up011 the 
sukiect, we must be guided by artistic and chemical exanli- 
nation of the renlaills of ancient paintings. It has, in the 
first place, been discovered that, in the lninti;X3 at  Pompeii, 
with very fern erceptio:l,, linle was mixed nith the colours, 
whether ernploj ecl as the general tint of a compartment, or 
in the paintrng of i i=~;lesand ornaments, A drop of diluted 
snlphr~:ic acid procloccd an effervescence, indicating the pre- 
sence of a small, and oftpn inrisible, portion of carbonate of 
hme, even on the deepest blnclc. The exceptions are where 
some portion mu.t in tempera. have been e~ec t~ ted  Some 
coloms on n-aIIs, for instance, vermilion, are protected mith 
a way-varnish (T-it,.ua. I. vii. c. 9). Winbelmann and others, 
deceived by this circumstance, have erroneously maintained 
that the painting, of Ponlpeii TTew executed in was. 

From the use of lime in nexrly all the colours, n e  might 
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infer that these paintings r e r e  executed in fresco. But the 
joinings in the plaster are at  too great iiiterrale for the TI-ork 
included to hare been executed before tlie plaster x~ould dry: " .  
and, moreorcr, these lines do not coincide with tlie outlines 
of tlie design. IILillost of tile ~ralls  two horizontal joiliiligs 
only in tlie plaster are to be detected, and the paintin~: in 
eltlier of the three dirisioiis, is much inore than could be 
executed in a day. Tlie method, therefore, coi~ld hardly 11ay2 
beell "buon fresco," but was, in all l~rohability, that of 
"secco." The Pompeiiali paintiligs coiisist aluiost eiitirel~ of 
or~iamental ~vor!i, a i ~ d  the peculiar fitiiess of " secco " ibr this 
purpose has already been pointed ont. I t  is, of course, 110s- 
sible that tlie general grouiid~\-orli lilny hare been executed in 
true fresco, and secco, and, as it appears, eren tell~pera~occa-
sionally, niay have been eiiil~loyeil in fi~ii>lii~ig. S o t  only the 
presence of li~ile i11 the co!ours snpports this viex~, but tlie 
fact that illally of tlie n-alls exhibit indentrd outliurs, some- 
times iildicating tlie process of tracing, renders it estrelliely 
lxobable. Froui ob~erx-ing these iilariis of tracing, sollie hare 
inclined to tlie opiaion tliat the pai~itings ma)- hare beell 
esecoted ere11 in ''buoii fresco ;" but the suggestioli they oE:r 
to  get over the difficulty of tlic quantity of I\-orli, tliat the 
numerous layers of ~iiortar ill the ~vall iiiay hare kept the sur- 
face moist for nialiy daj-S, is scarcely suficieiitly proballe. 

I t  appears, then, most rc.asoiiable to conclude tliat tlie vall 
paintings of tlfe ancients w r e  executed by tlie nietliod kliol~n 
as "frcsco secco," and i t  is not at all unlikely tliat the niedireral 
painters derived this lxoces, as theS did many others, directly 
from antiquity. 

2. FRESCO PdISTISG IN THE FIFTEESTII CESTCCT. 

BYfar the noblest works in painting of the fifteenth century 
nrere executed in Italy on x~alls, and, for the most part, in fresco. 
These ~'orlis, too, ale illost distinctly representatire; so that 
we shall review the Italian ait  of tlie period wit11 especial 
reference to n~ura l  decoration. But, in order to render our 
notice as complete as our linlits permit, we shall also illention 
incidentally the most important \~-orlis on panel. Many nali 



me may remark, to  prerciit misconception, w r e  
still excclrted in the older methods. 

Tllc fifteentll century, or, as the Italians tern1 remark-
able era, die ylcnfj.oeelzto,* is men~loral~lefor 1vh2t is teri l id 
the rLcliaisaance or ne\\,-birth of art. This ~vas  rft'ected chietiy 
by the gerius of the great fresco pai~ltrr  lI\lnsaccio, acd by the 
collrctioil and study of the re~ilains oi' x~cieiit art. IlIaqaccio, 
altllougll not qnitc free from the foc~ieenth ceiitar~- 11aYvet6, 
the first to  1001; at na tTae  for 1:llllself; mid tlrii-, being s.:arcely 
at all pre,judiced by ccliltation and c.oii~-e~;tiul:, of neccs..ity 
lle developed troth ailcl il:diridl~nlit;- of form. Art, tliougll 
?i does not lose tile illternal li!k of lirc.cei',ing p2ric;cls, is at 
length eul~ailci~ated in its e:cter~~nl rei;itio~~r.Florencr, 
estallib'!lrcl 3s tlie capital of Tu:'.c311yT;, t!~e l>oi~er!:ul ~ l i 2 ~ e r  
family o i  the AIediei, !!as the hononr of taking the lead in 
this great revival of sculpture as \:-ell as p~Li~ltiiig. 

Tile intrc!ililction of "huoil fresco" .liglitly the 
Reaaissance. Tile earliest ~~;orks  are suplmsed to he rc;l;le sub- 
jects from Genesis, p;~intecl t y  Pietro d'Orvirto in tl:e Cainpo 
Santo at fisa, Other circn:n>;anctss Irere f:iroui.:.li!e to the 
adranccment of art. Perspectire u;as cul'iivatecl !IY l'ietro 
dell& Frrn~cesca and Uceiio. The furmer lins t!lc credit of 
being t l ~ c  first to reduce l>erspec:iri~ to a 1jrattic:il s!-stein; 
a~idtile !atter disti11~uislle.d 11in1atIf lij- foresliurteilin~s not 
hitherto attempteL. J laso l i~~oda Ynnic3le, also, aclv~,~iccd 
the kno\vledgr of chiarokcnro. 

But the iiyscoes of 1Ia;accio (the contracted form of Tom- 

masaccio, 1~11icll Ineans Siore~llj- Thoillas) in the Ernncacci 

Chapel of the Cari~~eli te  
Clinrch a t  Florenct., for111 tlic great 

laudmark of the art of this centmy. I n  expression aiid ~0111-


position, in truthful imitatioix and sclectioll of forms, i n  

modelling and 1;liowledge of the 1ial;ed or nnde, and in tlle 

dis~osition of drapery, tiiese ~vori;s s h o ~  a ras t  impr0.r-ement ; 

and ibr ~learly a century, eren to the t i l l~e of Raphael, tlley, 

together with tlie frt.scoea by Filil>pino Lil~piin the same 


* It is to be obserrcci that  this is the custonlary contracted form 

used by the Italians, and they do not, like airrselves, in 3 given date, 

include the current but uuespired century. 




chapel, formed the school of the artists of Florence. One of 
the most celebrated figures by Xasaccio is that of a naked 
boy trembling mith cold in the fresco of "Peter baptizing the 
People;" and a figure of St. Paul by Filippino Lippi n.as 
exactly imitated by Raphael in his I\-ell-kno~n cartoon of 
"Paul preaching at Athens." The ~ o r k s  of this chapel escaped 
in the fire n-liich destroyed the works of Giotto in the sanie 
church; fortwiatcly, howe~er, the paintings by Giotto \\-ere 
engmved by Thomas Patcli; the ~ ~ o r l i s  the Braucacci in 
Cliapel are also engraved. 

Bcnozzo Gozzoli, the pnpil of Fra Angelico da Fiesolc (see 
p. 721, though lie studied thc norlis of IIasaccio, did not 
equal him in drsign. Tlie pictures of this artist are light and 
cheerful in colouring. There is a sriiall example in the Kationzi 
Gallerv. But by far his most important n.or!;s-and one of 
the most interesting monuments of the art of the fifteenth 
centurj-is t!ie series of frescoes with n-hich he adorned the 
whole of the north wall of the Campo Santo at  Pisa. 

Fra Pilippo Lippi is named as a scholar of Riasaccio. This 
wor!dl- ri?onli preseiits a strong contrast in his attention to 
the external or sensuous q71alit;es of art, as well as in his 
life, to his conteniporary and spiritual brother Fra Angelico. 
Fra Lippi painted e few pictnres iz oil,but his most iinportant 
morlis x e  the fkescoes in the choir of the Duomo at Prat0.S 
His son, Filippino Lippi, inherited more than his father's 

* Tlie life of Fr3 Lippi was a romance JTl~ena cl:i:d he was made 
a member of :lie Ordei of Carmelites ;b ~ l idiz'ikin: monastic restraint, 
he left the convent in Ilia seventeei~tli year. Amusing liirnself one 
day in an  excursion a t  sea mith some friends, they were suddenly 
attacked by piratea, ail(! carried as slaves to 1:arbary. During eighteen 
montlii Filippo bore his chains, when one day he drew a likenesa in 
charcoal of hia master on tlie \\-all, 7vhic:l TI-as so striking, that the 
JIoor rcx7;ardt.d !rim m-itli Iris freedom ; and. after lie had painted sereral 
pictures, gave hinr ric!l presents and sent him home. \Vllen forty-six 
years of a;?, while pa in t in ,~  in t!le convent of danta 3Iargllcrita, at 
I'mto, Ile ~ v o n  the afecrions of Lucrezla Ilnti, a young Florentine 
lady, wlio was beicg etliicated there. She ofrert~-ardu bore him the 
son who became a much niore ~listingui>lied painter than the fa:her. 
F r a  Filippo died sudilenly, eleven years after the abduction of 
Lncrezia (not ~vitliont 'u;.l)i~ioir of having been poisoned by this 
lady's relatives), anil just before the  Pope's dispensation for his 
marriage with her, obtaiiled by the interest of his powerful patrons 
the Xcdici. 



talents, and he likewise surpassed his master, Sniiclro Rotti- 
celli. His finest n-orlcs in the Carmine me have already men- 
tioned. These and other of his frescoes in Florence and Rome 
are remarkable for dramatic potver. 

Sandra Botticelli Iyas one of the most distinguished pupils 
of Fra Filippo Lippi. He executed many cirenlnr pictures of 
the ;\Isdonna and Child, of rvhich there are t~yo  in the Sational 
Gallery. H e  also began to introduce classical mg-th and alle- 
gory into modern art. About 147.1 the Sistine Chspel at  
Rome was bnilt ancl named after Sixtnj IT., and its :valls 
were clecorated with frescoes by this artist; and ali the lllost 
celebratell lxainters of the time, inclilcling Lnca Signore!li, Pe- 
rcgino, Coximo Rosselli, Domrnico Ghirlandaio, arid Cecchino 
Salviati. The ceiling and altar-rall subsecl~~eutly received 
t l~e  great frescoes of Jlichael Xngelo. 

Conspicnous among other Florentine painters of this time 
was Domenico Ghirlandaio, the master of Michael Angela. 
His most esccl!ent frescoes are in the Sas~et t i  Chapel in S. 
Trinitb and in the choir of Sta. Ilaria. Novella ; and in them 
he introducecl portraits of mnny of his contemporaries. There 
is great elevation and adniirable execution in tliese \Torks. 
His finest easel pictures are also still at Florence. The study 
of the nude n-as ~xdraccecl chiefly by tvco celebrate& sc~llptors, 
who handled the pencil as re11 as the chisel. Antonio Pol- 
laiaolo arid Andrea Ycroccljio (or '' the keen-sighted"). Tlle 
former is said to hare been the first artist wlio studied the 
dead subject for the pnrposes of clesign. But Lnca Signorelli 
carried this diEcult ilepartme~lt of art to  still greater perfection. 
The correctneis of liis forcshorteni~ig, and his masterly clram- 
ing of the naked figure in his frescoes, representing tile "Last 
Judgment" aud the "History of Antichrist," in the cathedral 
of Orvieto, distinguish him as the true precnrsor of Xiellael 
~lngelo; and Vasari says that JIicllael hngelo observed that 
'' ail nlay see he nlade use of the inve~ltioii of' Luca in his own 
'Last Judgment' in the Sistinc Chapel." 

I n  the school of Padna r e  find a sin~ilar tendency to the 
study of form; bnt, insteadof refcring to nature, the painters 
of this school c!.evoteil themselves to tile reproduction of the 



1.x PAIXTISG POPULARLY ESPLAISED. 

ideal beauty of antique sculpture. This is risible eren in the 
arcliitc.cturi1 and orl~a~:ie~ital accessories of their pictures ; in 
tlie frequent imitation, for example, of al~ciei~t  bassi-rilieri, 311d 
tile iiitroductioil of festoons of fruit. Squarcione is tile fomider 
of this scliool. TVliile trarelli~lg ill Italy and Greece lie forlned 
the first great collectiou of antique sc~~lpture.  Tliis collectio~~ he 
o ~ e i ~ e dill Padna, and i t  is said to l ~ a r e  attracted no les> tila11 
one l iu~~dred  and thirty-seven scliolars. Aiiioiig tllebc, tlic 
li~ost i~nportaiit was dndrca 3Iantcg1ia, the fou~ldcr of the 
sclioo! of 3Ia11tua. Thc plastic, or sculptural element, aiid 
ailticlue severity of foi.111, predolni~iate in the works of this 
great master. Yet these c!lar>~cteristics are united wit11 great 
~ r i g i n a l i t ~ o finve~itioi: aiid much ft-eiiiig for 11ature a1121 realit!-. 
Tlle ni ;~e colourrd cartoons in I laml~ton C o u ~ t  P;~!tlce of 
tllc? "Triuiiil~hal Procession of Cicsar," are excellent c.sa1n11lt.c 
of lIailteg~:a; and ilia frescoes in tlie cllurcli Deg!i Eremiinni 
of Padua display a, tecl~iiicll sliill far surpt~saii~g an!-thing 
hitherto linor~n. Lilie other Patiua~l mastex, hc;~;iintecl I I ~ C -. A 

tures ill ~liiaroscuro, ~vliicli niay a!inost 'ue called lixii;tcd 
sculpture.$+ V i t h  the mentioii of 11clozzo da. Eorli x;.ellii~st 
pads by otlier less iinportant artists of Padua, E'crrara, I\Iilan, 
and othcr parts of Sorthern Italj-, n-it11 the escc,l~tion of Tenice. 

Tile school of P a d m  exercised an i111l)ortailt iiifiueiice on 
tlie earliest art of Penice, esyecial!g on the JTivariili ijuii!~-, 
of I\-11om Liiigi T7ivarini \!-as the beat paiiiter. But the cliief 

* J I a n t e ~ i i aIra% one of the first great Italian painters rrho practised 
the a r t  of enpraving, and eugrared their own dr-igns. Ii ia penerall~ 
rcpreacnted tha t  tlie a r t  of engm\-ing ~ 1 - a ~  diaeorered in  l l j2 lby  3Iasso 
F i n i ~ n e r r a ,a gold and niello ~ ~ o r k e r  of Floreiice. Xiello v:ork means 
literally blocl; nrorl:. Designs were cngrared on metal plates, liici ill 
ordrr  to render tllfm illore risible, niello (Itnl. for black), a b!ack com-
position of lead and silver. wai  rubbed into t l ~ c  incisurcs. I n  order to 
see the eiTect of tile design, Finigurrra is said to have been in the Iiabit 
of taking aulgl~ur casts Dom his nirllo.;, and printjng 1ri111 tllcni on 
danlppa;Wr ; and either t i ~ i s  Ilal~it or some accident led him uitimate!y 
t o  priilt wit!^ the niello itself. .Sir C . Eastlakc, lio~rever, says (.ll(tter.inli, 
&c., p. 921,  tha t  rarious passages in a 17enctian SIS., preserl-ed in the 
Britisli 1\Iuse111n, grove tha t  thc a r t  of e:cliinp TT-as u~idel..tou(i and 
practised l o n ~  before it occurred to tlie monk$, or to JIaiso Finipnrrra, 
to take impressions from plates. There are wood engraving> of cer- 
tainly a n  earlier date. 



of the TTenetian school-lore of colour-soon 
manifedecl itself and quickly became paramount. Thc intro-
duction a:ld adoption of oil painting in Tenice long before i t  

generally in Italy, mts higl~ly fa17o-ourable to the 
dere1opii:ent of this peculiar cliarin of painting. I n  our 
accoui~t of oil paintillq Ire b11a11, lioll-ever, hare to recur to 
this subjljcct iuore at  large. 

Gic~ranni ( J o l i ~ ~ )  Bellini is, then, the head of the Trenetian 
sc!iooi, in virtue of his transpnreat, gem-like colonring, 
a!tliongll. his o~~t l ines  toucli has are liard, and liis stipp!ed 
notl~ing in common with the bold a\\-eep of later Vendian 
niasters. 111:: \ ~ o ~ l ; sare ill oi!, and liis snl7jects eliicfly 
3Iadoi:nas and l>ortraita. Gentile, tlie elder brotlicr of Gio- 
vanni, is a less iiilyortant nrtist. C'ima da Conegliano, a fol- 
l o ~ ~ e rof Giox-ailni Bellini, \\-as an aclil~irable painter, 2nd has 
not been su f i c i e~ l t l~  aplireciated in tliia coluitrg. 

The re:ion of Ci~iiiria, a retired rn1le~- of the ITpper Tiber, 
rns  for ages remar1;allc. as a peculiar seat of religious en-
thnsia~m. This s ~ \ - e  severity (so~~ietinles ona bordering 
asceticism) to the style of sonle reniarliable paintera of this 
district a d  tliosc n.110 came ilnder their influence :-among 
nho111 was all liis earlierI<:~~llael ,  pictures ha\-ing this 
character. Pirtro Prrugino (so iiailled from Perngio, the 
p!ace wllcre lle estahlislied himself, and opelied a large stlidio 
and school), i. one of the n~ost  distinctire e~ponents of this 
s t~ le ,as niay be seen to advantage in the noble cxarcl~le of 
this iuabter latelr added to the Rational Gallery. There 
is, ho~rerer? not ollly a tender earnestness and dignity about 
his figures, but sonle of the more youthful ha\-e the most 
refined and saint-like beauty. "Christ's Charge to Peter," in 
the Siitine Chapel, is one of the bert of his ililnlerous frescoes. 
But Per~i~ino's greatest glory was, that he \ras the niaster of 
Raphael. Pinturicchio (of Perugia) executed some fine frescoes 
iu Ron~e, and also adorned the ~~-a l le  of the Libreria, attached 
to the Duonio of Siena, with a series of historical representa- 
tions. The youthful Rapllael assisted in these compositions; 
and %onle of his drawings still ia existence are said to be 
nluch Inore beautiful, Illore full of mind, than the large pic- 



tures executed from them. Lo Spagno (the Spaniard) mas, 
next to Raphael, the most clistinguished of Perugino's scholars. 
The father of Raphael, Giovanni Sanzio, of the neighbouring 
TJrbino, mas by no means an inferior painter. But an artist 
of far more in~portance waa Francesco Francia, of Bologna. 
The fine specimen of this master in the National Gallery 
proyes he is entitled to rank with Perugino, with m11on1 he 
has considerable affinity. He has the same delicate senti- 
ment; but  his type of countenance is less pecnliar and un- 
earthly. The best of Francis's \vorlis are the frescoes in 
S. Cecilia st Bologna. 

Lastly, we find the enrlp Neapolitan school greatly inflnenced 
by the importation of Flemish oil pictnres. Colar~tonio clel 
Fiore is the first name we meet wit11 ; but the pchool was 
p r i ~ ~ c i p l l ~establisllecl by Antonio Solario, surnamed Lo 
Zin;aro, from having been a Gipsy in early life. H e  is said 
to have been a smith, and to hare learned the art out of love 
to Colantonio's c1augl:ter. Ilis frescoes are rem~rliable for 
their fine lnndscape backgrounds. 

S. FiLESCO P-LISTISG IS THE SISTEESTII  CESTI'RY. 

PCRS~IXGplan, still give to frc~co painting the our we 
pror~linent (tilough not esclnsive) consideratioxi to ~11ich the 
gra~id productions of the schools of Central Italy, in tile early 
part of tlie sixteenth century, entitle it. 

Hitlierto, in the progress of painting, we have chiefly seen, 
on the one hand, tlie attainment of pl1i.e sentimentaiity in 
art, and on the otlier tlie dc~elopment of individnality and 
idealitj- of form. TVe now arrive at the most glorious climax 
of modern painting, in mliieh, during little more tlian a 
quarter of a century, all the mod  intellectnal, and also the 
more fascinatir~g qualities of art, Tvere carried to a of 
al~nost the liighebt conceivable perfection. Still, as if to shorn 
the infinite capabilities of art, each of the great masters of 
this age csliibits indiviclual characteristics in their rorks. 

nniveraal genius, Leonardo da Vinci, was the first in a 
measure to unite the sepi~rate excellences of 
paii~ters; ~ e the Jvas chiefly distinguished for evpreasiou and 



chiaroscuro. Raphael united still more of these excellences, 
and also carried them to higher perfection; yet his chief 
glory will ever be, that he was the painter of purity and 
loveliness. Michael Angel() mas essentially and remarkably 
individualized in style, h a ~ i r ~ g  construetecl, upon profound 
anatomical knowlecl.ge and diligent stody of the remtiins of 
antiqnc sculptl~re, an icleal of the human figure, which for 
sublimity has never been surpassecl. Correggio's peculiar 
merit was the delicacy of his gradations of light and shade ; 
and lastly, Titian and tlic other great Venetiilns n-ron:!lt out 
the richness and grandeur, no less than the subtler Iiarrllorlies 
and less palpable beauties there are in colonr. Our space 
will, ho\rerer, permit us to attempt little more than rerilind 
the reader of the most memorable works of these grmt nlen ; 
our object being less to trace tlie general llistory of art than to 
give the history of the origin and progress of metlloJs, and 
an explanation of technicalities. For the rest, the sources 
where further information may be ohtaineil are at once ample 
and accessible. 

Leonarclo da Tinci (11.52-1.519) probnblg derired his incli- 
nation for the stucly of sculpture as \\-ell as painting from liis 
master Andrea Verrocchio. Unfort~uiately his greatest pei- 
forrnauces in both tilest: arts zre eitlier eritirely destroyed cr 
irreparably c1ef;zsed. One of these, the ~ u d e l  for a colossal 
equestrian statue of Francesco Sibrza, to be cast in bronze, 
and erected in Nilnn, vas  arcidentiil!~ brc;l;en trhilct being 
carried in trinmphal procession. The other is, or ratlicr was, 
for the original can hcarcely he said to exist, the I\-orld-f'anlons 
"Last Supper." Tliis rrorli, which far snlyassed a n ~ t h i n g  
hitherto produced in painting, was esecntcd for tho refedtory of 
the convent of S. &ria delle Grazie, ALilan, on a ~t-all twenty- 
eight feet long, the figores being larger thail life.'& Lconardo 

" A copy of the L L  Last CS~~ppcr"was marle by Xa:.co cl'Cgpione, a 
friend and scho!srof Leonardo, with tllc $anction of tlic ;?.;.eat Loinhard. 

Picture was purcl~a>edon tlie Coii:ineiit by bir liioinna Lawrence 
for the Boyal Acadeirtl-, for G G O ~ . ,an;l is uon- yreser\.eil ill tile roonis in 
Trafalgar-squnre. Tliia copy wnt esllibited in :he pl.?beli: ]-cnr ( l S j j )  
at the British Institution, a z i  from some juciicious nu:cs on :be exhi-
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r a s  an estremely painstnl;il~g a id  conscientious painter, and, in 
order to do justice to t!~e gre:itness of his subject (the paint- 
ing of ~rhich occnpied hinl tn-o ears), he adopted oil instead 
of fresco, berause in this 1iie6inlil he ~ ~ o l ~ l d  hare greater faci- 
lit)- of rrtoucliicg. To this circiiilatance, and the imperfect 
I~repamtiuilof t1:e ~ ~ a l l ,  is to  be attrilirrted the early decay of 
this noble c-or];. 111 a grent imlndation at Jliiail it r a s  par- 
tially sitbrni.-;ed. In 131.5 it n-as already in a ruined state. 
Tlie lorrcr part of tile figorte of the Sariour was destroyed to 
1~1:ke a door in the wall, aiid it llas been twice con~pletel~ re-
Pai~lted by iml~uileiit :ind i~icompetent Lu~l~lers .  Soinc of 
Leonardo's cartoons for si:lgl.lc: lieads, illcluding that of the 
Sariour, ari., ho.sc.ier, preser\.ed. 

Great unce~txintg przrails anbut the m,?jority of tlie l?aint- 
ings ascribed to Leonxrdo da T7inci : the atifiless ant1 edginess 
in hi:: earliest pictllres are totally unlike tlle meltilig softness 
of tile oiit!inw in his 111ore ma:nre style; a i d  I~is  1-el-? able 
scliolar Luini, in particulal., ii.equentlr rcr? nearly ap;~ro;~cI~es 
t!ie 111asi~r. Soli~etillle;, dso, tlie ~0111positioll is attl.ihnted 
toLeon;lrclo. a i d  the ezcclltio~: t o  Lnini, as is the case with 
the pictiire of " Cllriat disputing \~-itllthe Doctors," in the 
x~,tiuixx! Gallery. Tlie fdlo.sii>g give lllost distinct ex-idenct. ' 

of tile master : "La Belle Ferrouigre," and " Jrona Liza," 

bition. by 3Ir. Bcharf, we extract the follo~ring upon the peculiar dis-

fipllres as \re Ire them here. wa* !lot the ori:inal derice of Lronnrdo. 

111 this 11e merel .~ followed the tra~litioilal collllrositiol~ accepted by all 

I tal ian paictcra aillcc the rc!ival of art amoilg them. A pictoreof tlle 

Last ,911l'per !%-a$ a1v-n)-s coil~irierfd t l ~ c  most appropriate drroration , 


for the refectory of a coilrent, !!.llicll!~ns genera!ly a large squat? room, 

l~-i t l l1o11g t:iblcs 111:1cecl round three sidesof' it. the tables and
I : c t ~ ~ e e n  
tile x!-;-nlls the monks sat  at their meals, ~rh i l s t  the serring brethren 
occupied the centre of the apartiment. For their conrenience no seat8 
\rere placed along the oi:ter side.: of the table. The prior and sU-

1,eriors of the conr.tnt sat at a long rai-ed table, as in  onr college 
halls, at  the ulJper end of the room, and the picture of tlie Lnat Ful~per 

nsually placed on the blank ~ s a l l  facing rllt>ni,~~herebj-tile painter 
colltrived by Iris work to  complete the arrangemrnt of the tables On 

fonr t l~  side of the room. I n  this manner the apostles bring COD-
fined to  one side of the table becomes intelUgible." 

I 

http:preser\.ed


both in the Louvre, two exquisitely beautiful heads, full of 
intense expression, and rnarvellously finished ; "310lesty alld 
JTaiiity," ' at Roille ; "La Caritk " (a iLlllale with several 

at  the Hague; aiid Ilia o\vn portrait in the collection 
of prtraits  of artists b r  theiliselres at  Florence. There are 
several repetitions of the falllous "Vierge aux Rochers," 
anlong the best of nhich is one in Lord SuEolk's collection, 
and allother in the Lourre: they all, however, betray more 
or less the bmd  of scholars. At Florence Leonardo competed 

JIi~hael ,Li~gelo for the intended decoration of the Palazzo 
Tecshio with but the cartoons they produced are 
lost. A group of four ilorsenleil" Fighting for a Standard," 
fro111 Leonardo's cartoon, has, horrever, been preserved in a 
copy by Rubens, engraved b r  Edelinck : the cartoon of his 
youlig rirkl, 3Iichael Angelo, rrpresented some Pisan soldiers 
suddel~lp called to arills while batl~ing in the Arno. Parts of 
tllis are in engmriiigs. Leoliardo accepted the in- 
vitatioil to France of t l ~ e  great patron of art, Francis I., and 
die& in that country three years after his arrival." 

Lorenzo di Credi copied some of tile 11-orks of Leonar:lo 
very successfullg ; but the painter 1~110 partook nos t  of the 
spirit of the inaster was Luiili, tlie scholar of LeonarJc, 
already mentioned. This great r.rtist is seen to most ad-
vantage in iris frescoes preierred 111 the Brera Gallerr and 
elsenliere in Nilan. Gaudei~zio Ferrari, ano:!ier 31ilanzse, 
has also left a nuniber of frescoes, ~vliich are clistinguislied f ~ r  
fresllness and parit>- of ccilour. 

The cztoou by SIicl~aei Angelo, ailuded to abore, nas ex:- 

* Leonardo died ill 1519, an:! accordill," to Vasari, i n  the arms of 
the king. ~ ~ - l i o  1,ud come to ri-ic t i~ i .  belorecl a r t i d  in his last iI!nr.-3. 
The fo!lo\ving ~l-ill, lion-e., cr, >Iloi\. tli.it this rrory is n i r l~out  loui~dx- 
tion: L:oii:ll.do d i d  at Cl,,ns, n?ar Amboi-c, )!a? ?. 1319. dccorrl-
ing to tl:e joi~rnai of Freiicis I., pre>er\rd i11 tlie Iirrperial Li1~rar)- a t  
l'nrir, :Lie Court n as ,211 t l ~ a t  day a t  2t  Gcrm:iic-en-Ln! e. Freiieesio 
IIelzi, iii a lctter \\-ritten to Leunardo'i rrintioiis iiiirnediately aftcr liis 
death. make> no iileiitioil uf l i ~ t e w ~ , r ~ l i y  iriciderlt. Lil-t:~,SO all 
Lolua~so.\\-lie colliniui~icated so 111~1cli 1.r-jiectiiig tlie life of tlie &I.c .I~  
artist, (listinctly says, that the 1,i11g fir-i learnedthe deatli of Leonxrdo 
from Xelzi. 
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cuted Then he Tas only t ~ ~ c n t g y e a r s  of age; yet his contem-
pora~ies said he never after\vards produced anything so per- 
fect: and the exhibition of this cartoon, more than the corn- 
peting work of Dn Vinci, is heliered to have consiclerably 
adv:~nced the art of' this period. Like Leoi~ardo, the talents 
of ;\liehael Angelo Buonarotti* jl.l7&-1563) were ~lniversal: 
he w a s  equally great as architect, sculptor, aucl painter; he 
was. besides, an excellent rnuiicirn and poet ; conicrant, with i 
most sciences, and a, profound anatomist, As architect, he 
carriect the boilding of St. Peter's, more especial17 the con- 
struction of the great cloine, al~nost  to completior~, after every 

-
I All that  ia known of tlii? ginantic ~ e n i u s  has been embodied in the 

lately pnblidied work by Mr. Ilarford, Tile Lgiz qf Jlichrrtl drlgelo 
Buojtnj.olfi ;witit T,on.iZritiorrs or n,n,rj  13'61; Poin,s nnd Lct/rra. This 
biogral~hy also contains a m~l i lo i r  of Kapliael, and  a llotice of the 
curious episode i n  the ?ii.torg of art a t  tl11s time, occasioricil by the 
fan:1ticisni of Saronaroln. T!iis knonn, de-f:rinous rnonl;, i t  is ~ ~ 1 1  
precated all naked, or inileed an!.. female rel~re-entation, andobtained 
s u c l ~influence over his Sollo!vers i;s t3  PI'OCLIW tile public bllrning in 
Florence of a nurnber of valuable !Torks of art ; F r a  Rarto;ornmeo, 
L ~ r e i i z o  cli Credi, and other artists acttiall!. contributing tlicir orrn 
pictures t o  the  blazing pile. IIr. Harford's ~ r o r k  inclrides also an 
interesting memoir of Tit toria C o l o ~ n a .  Tile cllrnge ill rile feelings I 
of JIicliael Arigelo, as  be adva~iced to old agd,  a:ld the grai!u;ll aicen-
den"? obtziined by religion over plliluroplij', is traced on llis oirn 
autliority, t o  llisfriendel~ip >sit11 Tittoria Colonna, JIarchesa di Pesfara, 
.iyllolivrdat 1:ome for s year after tlir conlmencenient of their acqoaint- 
ante (l.i3i),snclre6ide~l>eversi !-ears a t  Viterbo sfrerrr nrds. During that 
time Jlichael Angela made several dmn-i17g for 11% illost~.:ous friend. and 
they exchanged letters. '. Son~ehare  imagined, perhaps from misunder- 
stan:ling Condivi. that  3Iicliael .\n:elo n-aa c~riittctl rritb s liopeless 
pas,i<,~i for \'i;toria Culonn:~. JIr. Hnrfurd cainil~- examines tlie i~lctsof 
tllec::..e, and appeals to tlre teatimoli:: of hid LiocIua addre:sed to  her-
five ill n~t!nber-and to slimlr!. unl,ubli.':e:l letter; i!: the pos-?.;:ion of 
the  C.:iv:iii.re Ellotlarotti. a t  Florvuce, to ! ~ r o r ~  t!iat it ~j-as :I rt.li$olli 
fricncl.li:p The 11i.cu:iion of tiii- rJit:>tidn is carried on nit11 judi- 
,-ion> uallilness. ;111tl is n t a r k ~ dby ca:i~luur and ~ o o d  :mre ; stlil tillgl~t~ 
\ye tl.i:lk, to sati.fj' evert- oni. tilnt. nlt::u:~;'.'i 3iicl:ael -inge!o T!.rs not 
in.ell.ii,le to tile beaut!- of Yittovia, ir lyns llrr relipioas elr: :!ion of 
sel l t i l~~i .nt ,  :ii:il t:ie nebIcne;s of l1t.i. chnrae- ilercouclc.crriiiii~r coi~~.te.y, 

t e r  T\liic!~ at tracte~l  Iiis atlnlir.;ttion; ;ind t1r;tt r\-lien Concliri sl eke of 

hi],] .IS .ei!nn~oi:rccl of 1:er cli! iurt sliirit, and belo,-ed Liy her in retam 

Ir-itll lnucli atkction,' he sjiokc of 


' Such lure as spirits feel 
In n-odds lrliose c0ur.e is r;. a b l e  a n d  pure.'" 

-E&,r$?!:yih E-ciem ( X O .  716). 

http:selltil~~i.nt


per ions  attempt had niiscarried. I n  sculptnre, his David, 
his 1\Ioscs, and tlie monuments of the Jledici fanlily, with 
tlleir :.raid allegorical figures, in  the  s:lcristj of St. Lorenzo 
at Florence, are still gr:jeraily ralil;ed as the finest ~r.orks of 
the kind produced since classical tinies. I n  painting, the  
nobleat nionunieilt of' his genius is tile fresco decol.atio11 of the 
CSILIXGof the SISTIXECHAPEL.Yet there also the genius 
of the architect and sculptor, as well as the painter, is eu-
hil;;te,l--in t11p adniirable adaptation of the painted compart- 
nlental framrworli to  the proper display of the principal 
~ ~ Y S Z Yof the compositim, slid to convey the appearance of 
snpport, ~~-1ticll in  ceiling decoration; is so orten ~ i z ~ l e c t e d  

2nd in tlle sculpturesqiie clia~acter of repose, so essential i n  

the nut~lel.ou3 111erely iircoratire fizures, coloured to imitate 

stone or bronze. 


Popt- Jniina 11. conceived the iclea of eicploying Xichael 

Angclo, \vlionl lle had previousl- invited from Florence to 

Ilomc, to paint this ceillr~g : the  artist a t  first mished to da- 

cline the co~~inlission, 
rt~comniending Raphael, tlien alrea* 
occnpi:d in the I7\'atit.an S::l~ize, a s  a more fit person for such 
a taali ; but the Pupe eariiestiy insisted, and Xichael dngelo 
was tlierei'ore constrtii~ietl to c1i;ir~e liinlself \rith tliis inlniense 
~mder ta l i in~ .  The great painter was still so diffideiit of his 
~ u - npo\\.ers, that  he engaged aoriie of' liis old Florentine com- . ~ 

panions to execilte tlle fri'acoes iron1 his cartoons ; h e  was not 
satiaSeil, hontrcr ,  ~ ~ i t l l  ~vliatTV\.:ISdone b j  tliese pai~iters, and 
he accoriiinS;y l;uoc!;ed don-11 their IF-ork and esecutecl tlie 
~ l l o kwith liis orrll lla!iJ. This Ile is said to have accom- 
pli-h'dtl in tlic in:rrcliLi~ .il:ort allace of t w e n t -  nloritlis ; but 
ti,:<cannc.t pos~ii  ly  incliide t : ! ~  il~tijaration of the cartoons. 

Tlic frescoe, repreli.iit tilt' '.Cre:ltil)1!" a 1 ~ 1'' Fail of JIan," 
with its i;iinieiIiatr con.ecjue:lct's in  tlic early " History of 
t!ie Torid." Tile ceiii;ig forll!s a ti:~tte~:ed arch in i ts  src- 
tion. Tlie ~ipiilo.t fi,it surk~ce is cli: iclril into nine eon~part-  
ments, the centre of whicil contaii~s the "C'reatioli of Eve;" 
the ''Crlation of -idam" (a \-err su l~ l i~n t :  conceptior~) is next 
to this oil the onc hi& ; and on  the  other the " Temptation, 
Fall, and Elpdzion from Paradise," in  one composition. The 

&I2 
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renlaining sir; co~llpartmentscoiitain tlie following representa- 

t ions  : the " Separa t ion  o f  L i g h t  f r om Darlinesa;" t he  

'< Gathe r ing  of t h e  W a t e r s  ;" t h e  " Creation of t h e  S u n  a id  
AIoon ;" the " Deluge  ;" the "Thanksg iv ing  of S o a h  ;" and 

the " D r u n k e ~ ~ n e s sof Soali." At the four  angles of the 

ceil ing are-" David beileacling Goliatl i  ;" " J u d i t h  wit11 the 

H e a d  of Rolofernes " (tlie t ~ o  last ,  it n o u i d  seem, accepted as 

txpifying the fu l f i lme~l t  of t h e  prophec~--" It shal l  bruise 
thy head") ; t h e  " of H a n ~ a u "  (sugge..ting P u ~ l i s l l i i ~ e ~ i t  Ex-
t l ~ e ras a type  of the 3 l adonna )  ; a n d  the " Brazen Serlieilt." 

In  t h e  softits of t h e  windolt- recesses, and o n  t h e  wall  abore 

the ~~indo\vs-of  which  t he r e  a r e  s ix  011 each side-are intro-

duced many figures a n d  groups,  il!ustrating the genealogS of 
Chr is t .  B e t ~ v e e n  these  recesses, o n  t h e  t r i angu l a r  vaulted 

por t ions  of t h e  roof, a r e  painted, i n  a i3rgt.r size t l iau t h e  other 

figures,  t h e  nlost famous  single figures ui' liiodern paiutiug, the 
PROPHETSJeremiah, Ezekie l ,  J o d ,  a n d  Isa iah ,  alter!iating 

w i t h  the SIBYLSPersica,  E r j - t h r x a ,  Delphica, C u m z a ,  arid 

Libyca," J o n a h  a n d  Zac:hariali being one  on  each end, betneen 

the cornl~osit ionof t h e  fou r  angles.  Tl ie  " C1.eation of Ere," ne 
have  said, is in t h e  centre of t h e  ceiiing, It i s  a l ~ ~ a y s  ~ u d e  

* The Sibvls, according to medizral legr-nds, stand nest in dignify 
to the Propllets of tile Old Te i t ame~~ t .  l'l~ese reputed ~~rophetcs-es 
are represented to bal-e foretold tile conlil~g of the dxriour to the 
ancient Pagan nations, as the Propllets i,rzdicted his adre1.t to tbe 
Jews. Ten Sibyls are cnnmerated as 11aviiig been allttded to by Greek. 
Roman, and Jewish xvritera. a ~ l d  by n1o.t of the Cllri-.ti::n fat1:ers. They 
take their names, for tile morrpart, from t l ~ eli~rtic:~lar ,l~lnee 01. coul:t?jr 
to wllicl~ tht.ybelon:ed. Sir C11arlt.s Eastlake says, in a note to Iiugler's , 

I~a~~i lDooJ~ : ' '  the I'oglnaroon The zuthority oftlre 5ihyiline 11 -~ i t i ngs~ i t l~  
suggested the pious fraud of inter:;uiatln: tllcni ; the (Iirec; a!ln.iour 
to tlre JIessiali n-:rich they ~011iaii1 are rii],porrd to 1:are been iiiiertrd 
in the ~ecolld century. B!~t,nn:rvitltsta!iili~~gthe occzsional exprei-ion 
of some suspiciol~ as to tllcir ;rl~tl,enticir~. the*? 6p:iriouj preliietioUS 
continued to hi. lrcld in renc.mtiu:i, ~ i o t  only duri~~: t!ie .\lidli:e -ires. 
but c\-en to a comp3rati~-rly moilen1 d;ire ; a l ~ d  t11r Sibyl1 xere repre- 
sellted in ~oi1IIe~ioilwit11 Scril~ture sul~jrct, before r,ni afrer ~Iic!lael 
All~elo's time by x-arlous yninrers. l ' l~ecjrcnm.tnn:.e of t l ~ r i r  al)praril!P 
in  works of art, as eq1.1:11 ill ~ Y I I I ~  ti le nljiy ]I:;! e ar i?~ '~~vit11 l '~o~11lets~ 
from the manner in nli icl~ St. Aupni:i,ie (/]a C.ic,;t. I)r.i, xviii. 4;' 
peaks of tile Erytllraan Sibyl's te-ti~uonj- immedjnrciy b~iore he ad. 

verts to that of the Prophets of the Old Tcbtarnent." 



thus prominent in the early cycles of scriptural types, in 
allusion to the Xessiah being born of a moman alone. But, 
whatever the incidents of the Old Te.tament introduced into 
early 3ISS. and pictures, it appears tliey were intended to be 
unilerstood as pregnant v i th  typical siqnificatiou far beyond 
hat the most fancifiil nrodc-rn theologian n-odd conceire. 

Tile series of sul!jccts on this ceiling, for instance, in which 
the Fall :md its consequences are depicted, hare each direct 
reference to the paintii~gs on the upper l~ar t  of the xvalls be-
neath, in w!iich the arguii~ent of the Kedeinption Tras antici- 
llatel by the painters ~ 1 1 o  preceded 3Iichael Angelo in the 
decor3tioii of the Sistine Chapel (see p. 155); andtliese, again, 
are iilntually associ:~ted and reiated to the tapestries \\-hioh 
\rere designed to hang between thrill and the floor, and of 
which v e  shall hare again to speak. 3Iicliael Angelo, like 
Luca Signorelli, \~!iose 11-orlis in the cathedral of Orvieto he 
so much admired, did not, it a1il)ear" :display any originality 
in his choice of suliects for the decoratioil of this ceiling. 
Sir Charles Eastla!ie, in his notes to Kugler's Haizrlbook, 
says that the ustial bibliral and theo!ogical subjects, ~vliich 
ap1)ea"l.o hiire bern aut11orizc.d during the Middle Ages, were 
adopted by ti:? great painters with no otlier change than that 

itp 
.es 

of ru1)mior treatnlent. Tl~ese illustrations existed originally 
in 3lSS. (for esainl?le, ill the S])ecuZzt,71 H i l i i ~ u , ~ ~S n 2 c ~ 2 i o l c i ~ ,  

he 
the 
el;. 

alluded to at 11. 103); and ~rlien ~ o o d  eligraring was in-
vented, the s..tme subjects, and sometimes precisely the same 

hey designs, \!-ere rel?eat:.d. 
try
er's ' 

In his sixtieth jear 3Iicliael Angelo commenced, with cha- 
oon racteristic energy of will, llis second great work in painting, 
ion% 
rtrd 
,ion 

the" LISTJUDGIIEXT,"011 the end wall of the SistLne Chapel. 
The dilllensions of this fresco are 47 feet in height b j  43 in 

ions lriclth. The opiniolls on this vast ~vorli, which occupied the 
.!pi. 

yre-
,!lael 

artist seven years, are very various. The majorit~,  however, 
agree that it is inferior in pur;ty and liiajesty to the frescoes 

rill$ 
,.i:?Il 

. i i )  

of the ceiling. The idea of the "Last Judgment," as the 
great " Day of TVratli," is considered t o  be insisted npon too 

e ad. much. Even in the upper portion, containing the assembly 
of the blessed, tliere is no joy pad peace; but, on the con- 
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trary, nothing but doubt and dread; n hile Chi i,t, the 121 in- 
cipal figure of the composition, mants every attlibate but that 
of the Judge fulr~~inating sentence of the nicked. the last 
The absurdity of the martyrs huldinq up the sickening in- 
strumentr, and pioofs of thelr n l a r t  idom, iz al-o conlplained 
of; it is a170 objected that man? of tlie figules ale conae, 
mannered, and overcllargud, and that the att:ludes of tht  tno  
groups of ailgtls under the tn o arclies of tlie %'iult, Ilt~i11,g 
the instrumeilts of the pdssion, are 1 ics!ent ancl taat,tstic. 
The lower half, hotve~er, clelel\res and Iiaz receiked tl,e 
highest and unmingled prai.e. The 3!o\v iising of the clead, 
the first anxion, e\pie\aion of a ~ ~ ~ ~ k e ~ i ~ n ~  consciouqness, and 
the ascent of the pardoned, are coiltl'lsteil nitli the angu1.11, 
rage, and ile\pair of the co:iclen~ned, wnie of nhom ale ~oii-  

conception, the mast1.11j dlaning (l~dlt icul~ii l~ of the rely 
extraordinary and difficult foreilioite~~lr~;:~), dild tlie staitlnig 
and dramat~c del~ueation of h ~ ~ r n a n  pl,lce tllis nork passion., 
alone in the exptessio~l of superl~unlnn poner and giasp of 
mind." 

Michael Angelo painted t \ ~ o  other excellent firscoes in tile 
Pauline Chapel in tlie T'atic'm; but hls easel pictuies ale 
very scarce-a ciicular "Holj Fanlilj " in tempeia in tile tn- 
bune of the TJffizj at Florence being pelhaps tlleonlj peifectlg 
authenticated specimen. A rt.~narhable unfinis~~ecl pictme in 
oil in the possession of the Right $Ion. H. Labouche~e, has, 
hoaever, been attiibuted to hinl by Dr. Kaagen and othei Lon- 
noiaseurs. Poremost among the scholars of I\lichael Alrgelo, 
or artists, who painted in his stjle, may he named JIciicdl~ 
Venusti, Daniele (la Volteria, and Sebdstiano del Pionho. 
The masterpiece of Da~liele da Voltelm 1s the '* Dehcent from 

* The " Last Judgment " has been allo~retl to  become so much 
obscured by dlrt and smoke, that (.peah~ng froru the expellence of 
one of ourael\e>) lt IS a l n ~ u ~ t  to " n~ahe out" any p~lt'o''~mposa~ble 

There is a copy by 11 hgalon, the m e ,  Re bellel e, of the orlgmal, m 

the Palais deu Beaux Arts, at Pans. 
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the Cross" in the church of Trinitii cle' IIonti at  Rome, ese- 
cnted ~vith the assistance of 31i~llael Angelo, and considered 
by Pou.;sin to be third greatest picture (not fresco) ill the 
world, inferior ollly to Raphael's "Transfigcration," and tlie 
<' Communion of St .  Jerorne," by Domenit.liIrio. One of the 
finest \vorl;s of Scbastiano dul Piorabo is the " Raising of 
Lazarus," in the Sntiorlal Gallery, ill the clesign of pnrts of 
which Tasari says lie \<-as assistecl by AIicl~ael hngelo. This, 
joined lo his o\vn po~~-erfill he had acquired colocrillg, TVII~CII 
in the school of G i ~ r ~ i o n e ,  led sollie to 11refi.r tliis 11-o;.k ere11 
to the '' 'Trt;r~stiguration" of Raphael, w11eli they \yere (11-lien 
finished) l~nbliclJ- esliihited together at Rome. Thc " Scourg-
ing of Christ," in S. Pietro in 3lontorio at Ruinc, is a 
famous fresco. This painter was also e~iiiilent in portrai- 
ture. 

There were several artists in Florence contemporary with 
Leonardo aild l\lic.hat,l AnKelo, but co1irp:tratively indepen- 
dent uf their i~ifluence, ~vho yet di>played great arid peculiar 
qualities. The first ot' these is Fra Bartolommeo, who had 
the honour of teachi~~gRaphael the softness and sweetness 
of colouring in ~vliicli tlie fiute escellecl. h !arge and grand 
figure of St. Nark, in the Pitti Palace at Florence, by this 
painter, is x-ery celebratecl. Fra Bartolonirneo introduced the 
use of \vooclen " laj--figures" (which will be described later), 
and thus advanced tlie study of drapery. Albertinelli, a 
friend of the last painter, produced a very celebrated picture 
of " The Sxlntation" in the Uffizi. Andrea, del Sarto. with 
lees religious earnestness, but more siiiiplicity andnature, yi t 
followed tile general style of Fra Bnrtolommeo. The beat 
works of Andrea are his frescoes in the court of the SS. 
Aunuriziata at Florence. I n  the centre court of the adjoin- 
ing coilvent a " Holy Famil?.," in which Joseph is repre- 
sented leani!lg on a aacli-hence known as the " lladonna del 
Saccon--is tlie most celebrated fresco of the master. 

We no\T approach the greatest naxiie by general concessiou 
in modern painting. Yet the greatness of Haphael* (1483-

* BY f a  the best life of Raphael is the German work of Passavant-- 
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l520), to  mhom we of course allude, is not so mnch in kind as 
in degree. In  separate, and those the highest, qualities he niay 
have been equalled by some contempo~arg painters ; 71-llilt. in 
colonring and the technicalities of' oil painting he \Tas certainly 
surpassed by tlie Venetiaas ;hut 110 painter v h o  died at an 
eqnallg early age has left so many tl.nly fidmirah!e and original 
norlis, in which there is so littie th2.t is unpleasing ;bnt, or? 

?ions are beliered to be o:~sert:nble in some pictares by his 
master Perugiuo, under wl~om lie n:is instructed. ii'olil t ~ v e l w  
to t~venty. Oneof his first ini1eye1;dent 3vorks ~ 3 s  altar-t ! ! ~  

Gradually, in the \~orl;s ~ i - e  are about to mention, the 
master acquirecl more freedom of eseculiun and gl.cate1. cii~er-
fulnezs of conceptiol~, till, in the l:ist trro or three enumerated, 
his second or Florenti:~e manner Allis fillly de~e lo~~ed .  
ilxprovement in the colonritlg of l?nl,hael at t!lis period 
xTas due to his acquaii~tnnce with Fra Earto1omc1i.o. W e  
cannot particularize al! the sul.scq~ient represeni.ations of 
the :\I:rdonna-represe~lti~tii~~~s pecu-in ~xllich Rnpiliiel an 
liarly excelled; bnt the ccleliratec? " SIado1111a d:l (;ran-
ducn" may be meutionecl, because: in the word.: of'I;u$er, 
" We &el th:lt no earlier painter had ever nilder~toodto  
combine such free ancl transcendent beauty xvith an es-

-- --- -.- - ---- - ---- --- -- - -

RqArel 1 ~ 0 aVrbino u. sein Ih t ,  r Ciorna~ti, ! , , t i .  Tl~ereis no E11:li~~ 
tsal~slatiwof this work; but, fur t h e  bentfit of those of our r c ~ ~ l ~ r ~  
a f l o  are acquainted wit11 French, but not Germall, n e  may state that 
a French translated edition id mnounced. 



pression of snch deep foreboding." An altar-piece for a 
convent in Peru+ is now at  Xaples, but the small pictures 
of the Predelia (see note B in Appendix) are dispersed among 
difl;.rent collectors in England. Raphael's first fresco in 
S. Severo at Perugia is a grand coniposition. The " 3Ia-
dollna del Cardeiiino" (so named because the little St. John 
presri~ts a goldfinch to the infant Christ), in the Utjizj ; " La 
Belle Jardiniere" (the Jladonna seated in a in the 
Lsuvre ; the " St. Catharine," in the liational Gallery ; the 
larger altar-piece? '' JIadomia del Baldacchino" (taking its 
name fro111 the canopy over tile throne), in the Pitti Palace, 
Flotence ; the '' Entombment," in the Borghcse Palace, 
I{ome; the si1:all picture of the " Three Graces," in Lord 
I\'a1d'r collection ; and l:al~hael's own by liimself, 
in the Cffizj-all belong to this pericd. 

i n  1.508 i:a1)hael, then in his t~ventp-fifth year, ~ 1 - a ~  iiirited 
to tile court of Pope Julius li.,to c1ecor:ite the stzt? a1)nrt- 
nlents of the Papal residence in the Vatican. The :].eat fres-
coes he esrcuted in these apartments or strcizze ( d l !  the 
exception of tile first-the so-called "Uisputa"), together ~ i t h  
other cartoons and l~ict~ires l~ailited 1111 to the period of' llis 
death, at the eatly age of' thirty-seven, (!erelope the tllird or 
Roman manner of the master, and at the sarce time eil~body 
the highest dranlatic and general characteristics ol' t l ~ e  great 
Roman scliool. Tile frescoes Lv Itapiiael in the Vatisan corer 
the ceilings and xvalls of three chambers, and a large saloon (Eala 
di Constaatino),no\~ collcctivdj- called ;lie"Stanze of ilaphael." 
mlllese and other works in I\-hich ltapliavl \vas engaged \rere, 
ho~~ecer,so nullierous and extensive, that !le Ivas obliged to 
inrite a llu11lLer of artists to share 11is iabours ;and sucll was 
the illflilence of tlre anliable characte~ of 1b;iphael upon the$e 
assistai~tlta a id  scholars, that  all professional jealousy was for- 
gotten, and the highest anlbition of these men was to make 
the style of their niaster their oxvn. The first chamber 
painted by Raphael was the Camara or Stanza. dclla Segnatura 
(ofthe Signature) ;and all the fkescoes of this apartment were 
G1shed in 1311, about one Sear before Jlichael A ~ ~ g e l o  
hished the ceilillg of the Sistine Chapel; a fact ~ ~ h i c h  tends 
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t o  cliaprove the  assumption to  \~llicIi Sir Joxllna Eegnolcls lias 
given currency, that  Rapliael was indebted for the general 
superiority of his \vorlrs to these frescoes by Xichael Augelo. 

The first frescoes executed in the Stariza della Segrlaturil 
appear to hare been tiie eight sniall pictures of the ceiling, 
representing personifications and illustrations of tiie sul~jects 
of the great Geacoes on tile wall beneath? These snl>jjrcts 
are Throlog~,  Piiilosopiij-, Poetry, auci Jostice, Law or Jtuis- 
prudence ; t ! ~ etrro former being tlie more iu~portailt pai l~ti l l~s.  
Tlle " or, as i t  is sometirues erroncou;.ly ca!lecl, jTIIEOLOGT," 
the "Dkpnte of the Sacrament," is in t\vo principal p:irts, or 
large groups : tlie upper l~or i io~l  rcl)reseEtl, iu the sy~nnletric.il 
and courentional nlaliner of' the early painters above, in tlie 
clouds a heaveilly a~~e lnb l agc  witil tlia of saint; and ange!s, 
three persons of the Trinity ; in tile lower portion there is a 
council or synod of tile grcat diguitaries a1:il teachers of the  : 
Church on earth. T l ~ eother great con~position oi' this chamber 
is '' PIIILOSOP~Y," S~.hool Here the plan- or the " oidtliens." 
diose Rornan style of Rnpliaelis illaturrci, \\-it11 no rer:~iriiscrrice 
ofearlier art  or indiricl~~xl The t vo  l ~ r i ~ i c i ~ i l  tetltative eii'ort. 
f igu~esin the centre are Al.istotle ancl P!ato, supposed to br ;is-
pnting on the merits of their respective systems. Plato points 
upwards, iiidicating in tile attitude his own ~piri tual  doctrine; 
while Aristotle p i n t s  to tlie earth, signifying that  all prac- 
tical p h i l o ~ o p l ~ ~  must be deduced from the inrestig.tion 
of nature. Archinlecles,Socrates, P ~ t l ~ a ~ o r a s ,  Zol.oastcr, 

P t o l e n ~ ~ , 
and Diogenes, are also varioos!~ cliaracteriztd. The 

rich arcilitectural background of this f1esi.o is believed to be 

from a deaign bj- Bramante. '' POETRI"is an aasenibly of the 

great Greeli, Roman, and Italian poets of all ages up to tliat 

time on ; \ I o u ~ ~ t  
Parnassus, wit11 Apollo and the 3Inses under 

laurel-trees in the centre, " is dirideclinto 
JCBISPBTDESCE" 

three distinct conipositions on acconnt of the ~vindolr rvbieh 

occupies the lliiddle of the wall. Above arc three feuale 




of Prudence, Fortitude, ancl Temperance. 
a t  the side are incidents suggesting Ecclesiastical and Civil 
Lam-" Gregory XI. deliverilig tlie Decretals to a Cunsibtori~l 
Aclrocate," and the '' Eniperor Ju;.tinia~i delivering the P'in- 
dects to Triboniai~ns " 

The worlts in the Stanza of Hrliodorus, so called froin its 
picture, appear to have di~eutly followed those abore- 

menrioiied. The '' EIP~LSIOXOF FBOX THB 

' 
HELIODOKCS 


TEYPLE," one of Ri~phael's gritnclest fresc-oes, rr l)~t~eents 

Helindorns. ~vlir11, as trlasurcr to tlie Syrian !;ing Srleucus, 

he dtemptcd, at  liii ~nitrter's i o~ i~nu i i d ,  
tu plux1dt.r the te i~~ple ,  
but mas prerented : " For," qi~otiug tile Second Book of 
Jlaccabees, '' there ap~>earrd to t1ie111a 11orrr 11-it11 a terrille 
ricler upon him, ucloriled 11-ith a very rich coverilig : aiid lie [ 	 ran fierceli and struck Eeliodo~us wit11 his L i r -be t  ; l nd  kc? 

: 	 that sat upon hiin seerce~l to liave arnlour of goicl. 3loi.e-
over, there appelireil tbvo other young nien, beautif~ti allJ 
strong, bright and gloriou3, and in eonieij- appa~,el, \\-lie 
stood by him olr either aide, and >courged liilil \\ itliout ce:~~iilg, 
with r n a n  stripes." The suk!jrct is said to have been chonerl . . 

to commen~orate tlie dclirerarice of tile States of tl:e Ciiil~cli 
from foreign enelilies tllrongll Jci ius 11. Jnlius hiinreit' is 
represented borne illto the Temple to tile allusion ; but 
the allseiice of interest ancl elnution in the group around the 
Pope disturbs tile fine clrariiatic eft'ect of tile other portion. 
The " 1I.iss aT HOLSES.~''represents a miracle pretel~dcd to 
have been pe~formed to roi~vincea iloni-rtil~g prie3t of the 

be truth of tlie doctrine of tru11substaiitiatio11-blood is said to 
he hareBn\vedfrorn the Host he was coiisecrating. The '.ATTILA'' 
,at represents St. Leo turning dtt i la  from his clcsign of pluliiler- 
ler ing Rome; supposed to liave reikrence to the espu!sio~i of 
it0 the Ercnch froin Ttaly by Leo S. The richness of the colour- 
ieh ing iu this fresco has never been surpassed in this style of art, 
ale although all nho  have risited tlie V,ttiean must confiess that  

the firht impression of all t l ~ e  frescoes in tileir present con-
dition is greatly clisappoi~iting-. The "Beliceiy of St. Pefer 

! .from Prison" is a ~ i i d~ t - s cene~ r i t L  three lights, viz., from 
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torches, the angel, and the moon, admirably and beautifully 
arranged. 

Raphael had now so many commissions, that the decoration 
of the next chamber, the Stanza dell' Incendio, \\-as almost 
wholly entrusted to his scholars. This chamher takes its name 
from the painting of the "Fi~.eiizthe Boi.go;" but all tlie paint- 
ings are inferior. The frescoes in the Sala di Constantino 
were painted after the death of Itapliael, froin his drm-iilgs, 
and under the direction of Julio Roinaiio. The principal 
norli is the Battle bet\\-een Constantii:e and JIasentius, at the 
Ponte (Bridge) 3Iolle near Rome. I t  \\-as executed by Julio 
Romano, after a drawing of Eapliael, ~:-ith scnrcel~ tire 
slightest alteration: the design is therefore Raphael's, :ind is 
certainly one of his ~liost important compositions. JJ7e hari: 
already alluded to the arabesque fresco decorations of the 
open-air corridors, or Loggie of the Vatican, b ~ -  R'tphael and 
Gioraniri da Udilrc : T T ~haw only to add that  the extensire 
cycle of Scripture events represented on the ceilings is li~lonn 
by the i~alne of "Xapliael's Bible." 

It has been ~nentioned (p. 165) that it IT-as intended to 
embellish the lower portioa of the \~-alls of thz Sibtine Chapel 
\\-it11 tapestries. Tlre designs for thebe \\-ere made ljg Eajiliael; . -

ai:d sere11 of i11el:r-tlie faillous " Cartoolla "-are l~re>erred 
at  Hainpton C'ocrt. The tapestries IT-ere \;-orlied at Arras: 
their complete ilumher IT^.; ten, divided into two aeries ; they 
are n o r  preserred in soirle rooins of' the T:!tican, but are 
greatly faded. The seven colnured distemper Cartoons at 
Hanq~ton Conrt ere also rery nrucll faded, from long-continued 
ill-usage and repeated reinoral ; :-ct these great ~ ~ o r k s  xi11 
a l w a ~ s  rank as PLal~bael's noblest productions, most coin-
p!ctely characteristic of his hilly developed style, and among 
the grandest lnoiruilreirts of the ciiiyue-cc-into. The first car- 
toon, the " ~ I I R ~ C ~ L ~ ~ SD E A ~ G H T  or the "OF FISHES," Cali-
iirg of Peter," appe;irs to hare been painted by Eaphael's o:m 
hancl, with the esception of the f i s l~and herons, 1rhic11 are 
assigned to Giovan1.i da Udine. The keeping and repose in this 
eartoon are inimitable; but the straigl~t line of the boats has a 
siagular effect, and the boats arc ob\.iouslg too small to contain 
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the figures placed in them. But, in reference to this, it has 
beell remarked that, "had Raphael n t d e  the boats large enough 
for tilose figures, his picture would have been all boat, vhich 
Tvould have had a disagreeable eEect ; a i d  to have made his 
figurea sll~sll enoug!i for vessels of that size, mould hare 
rendered then1 ui~suitable to the rest of the set, anci hare 

those figuves a?;?pear less considerable--there xvould have 
been too mnch boat and too little figure. It is ainiss as it is ; 
but ~ ~ o u l d  11-orae any otlier may, as it f roquel~t i~have been 
happens in otlier cases."" The otlizr subjects of the Cartoons 
at I-Iampton Court are-" CHEIST'S CIIARGE TO PETER;" 
"THE HEILIKG O F  THE AT NEITTIF~LLIIIE 3 1 . ~ ~  THE 


GATEOF THE TEIIPLE;"?"TIIE DEITU OF ASAXIAS;" 

"ELSUASTEE SOBCEEER B L ~ s ~  PACL'
STBTCE ;" " A N D  


BARS- BAS AT L r s r r c ~;" a i d  "I 'A~LPXEICEISG AT 


ATHESS." 

A i'em other ii~iportai~t ~ o r ; i s  b ~ -  I:npiiael re:l~ain un-

nient,ioned : riz., the fresco of Sour Sib!-is in S. 3Iaria della 
Pace,Bome; the circular "3laclonna cie!i'~ dedia" (of the Chair), 
iu the Pitti Palact. ; the grandly cn111post.d " Holy F a i ~ ~ i l ~ , "  
k11oiii1by tilt nriile of tlie Pcrrl,' in tile Gallery at Nailrid ; 
the large ''JIadoilna di Fuligno," in tlie '\-:tican (\~itlza very 
beautiful boy-angel llolilillg a tAle:) ; tlie "SIaclonna del 
Pescr," at &&rid ; the indi.,cri baliy lo\-cly '' DIXADOXX.~ 
Sax SISTO," ill he Dyisiien (iallery, 'L~ILI 111ost iiiiportai~t 
picture c ~ i '  this class ; :lie " Ibcl~angel l\lic1?~:el," in the 
Louvre; aud tlie on I\Iountfa~i;ous " T s ~ s s ~ r ~ r ~ , i ~ r o s  
Tabor," in the Vatican. Tl,is v:as t!~e!z-t \\-orl; of the ~ n a ~ t e r ,  
and 110t quite finislled till acter his death. It rx-ns suxl~ended 

* Eici\nr(lso:l'e T11,ol.!i ofPniiti;)?g k c .  
t " IIe [Raphaelj 1la~l1d,.jlart*cl fioiil 11;.rorical :r3;1i ill the ;iillzrs 

that are at tlie ficautii'ul ( ; :~ t eof the Telnpltr. I l le im:!rc:.; I - I,). no 
means aareesble to tile super..tition of rile .Tern a t  t!iat t1:iic ;:u<iall 
a'on: after the captivity. SIJSwere thoac 1:iildi ofp i l l~ra  klio :11 c\-<nin 
antique archirecture, I be:ii.ve, in In)  n;!:i<~ii; but thty a r t  -3 ii(d.'y in-
Tented by Rapiiael. a n d  -0 j,rocii,$oti:i!- iliw,cnificent, that it \;-uo1<ilra~-e 
beena pit)- if hr 11adn o t  indn!ped llila-elf ill tb!s l~iece of licci~iioi~a-
ness."-fiic1cnr~7so,z. Tl;e:e rjiiral deeor:i:ire pillars are, bunever, 
altogether assigned by some to Giovanni da Cdine. 
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01-er llis corpse. Opinions are diverse respecting this cele- 
biiitecl picture. Tlle inciilcnt of the possessed boy certairily 
did occur in t l l t  absence of Christ, but  objection is rriacle to  

Illere i~upro\-i.t~d liiilock, ill sitch direct p ros in~ i ty  ; still, the 
coinposition \\-as, \vitllo~tt donbt, intended to  sj-mbolize the 
source of' co~~>olat ionancl redemption fro111 evil as iulmediately 
above tile calw~nities and ~lliserirs of Ilillu:ln life ; and, artis- 
ticr~il>-co~isidereil, the picture ix grand in the estrc~ne.  

Fiual!!, Raphael designed solile m>-thological frescoes in 
the Farnesina Tlilla at Corne ;Snt, x i t h  the exception oTafresco 
!;i~ou;n as the " Galatea," the  cumlxous forms ancl heavy 
esecntiorl of tlicse compositions betray tlie hand of Giulio 
nomano. There are full-size copit,s of these frescoes in 
Korthnti~hrrlar.d House, C' l iar i~~gCross. Rapllael's por-
traits of tlie Pi,lir:: Jn l ius  II., Leo S., tEe " divine" 
Jonfia of Aragon;  his on-n miytress, the "Fornarina,"* kc., 
art: ii:l\>- eqil;rl to his cltlier rvorl;.: ; and !le Iias left at  least one 
esctllcnt statne (that of Jou:th) in luarble. 

3 h n y  of the nuiileroii; sclloliirs mc! imitators of Raphael 
quicl;ly (1egener:lted into n lienrj-, scnsnone, ~nannered s t ~ l e ;  
i:nd, lilic, :ill cop!-i\ts, i n  iliiitatio~l of' t he  letter, fbi.got the 
sljiyit. Gii~l io Eoliiar10, tlie most emi~leiit of these, painted a 

iTile ' I  Fornarina" (i. e . ,  the Gxkn.) is 3. name rrhicli, as applied to 

tile o!~icure person to T V \ . ~ I ~ I L I  :ittaclled, ever1 to 111sileztb,
I:al~!laeI~1.x 

I I O I ,  n~~cor,ii~ig Kl;g!ur, occur i),fi>re tl!e niiildle of  tl:c lastto  
ccnrnr!-. 'I Ilcre is nlurll uticertaillty r1'6j'~~tirig se~ir: iI  of the w-ca!l?d 
1,!rtr:iita of tliis female. l l i e  nlri-t tii~douliti.il!~-au : i~ .~ l r i cis the 
I : : I I 1 1 iI ! i l i e .  'Jhe f u r n ~ aof tlir fifure 
(\\lli\~i!I. ril:co\ireii to tlii. n:ii-r) :Ire ti:iiz. a111ereI1 b tnur l t i~ l .l)i!t the 
f r ; l ; r ~ v c .  :<renot i ~ ~ r i r c i > - nil  r~itrc:$inn of conL;,!oll lit'?.flee frorn -1 

t!lL. i l l~ !~ r : ' . . ~ i r .  ,oil1 to Lc of s:mr ~NI..-~,II.I!;? trilninc of rile ITfid. 
. f ' :  i t I , ! I i '  ..I I I , t i .  Ur. 1;ur.l~rliclierej 
i r  t o  c 1111t 111~. i* t ; ~ ~ i t c ~ Y c l ~ e l i a ~ ~ ;l! ;~lrb:~~l .  ~ P J ! L ; ~ I ~ ; I I ~  ancl ill a INte 

;ire- ;:n 11) pvti~v-i>c,f JIi--il.ii~i.t;i:it i t  is I>!- >eb;l-riann ri+1 l'iumbo, 
2 f lL , r:~i:clb:~<~l.~II,:?:o.:111[i 1I):lt Ill? s~tl!jecti= \.it?c,ria CoIon,,l:i. 1l'e 
(;i.ri:~::~~cl.it:c sa!-s furrllrr : dr3l)ed f i r i~n l t .  l,ortrai:, of 1::1plilel'-L 
I:l:?r. ri;i r . vi.ic11apl;e;lr* to  repre5e11tti]? :alne inlii\idual, rliooph at 
a !-o:!n-er prriod. i. of l i :p i~~r  beauty aud mo=tellclia~ltinggrtlce 2uLi 
tj-lie 1;i.i:aii cl,m.;cter. Ti;is tisiir- nr;,y ~iosaiijlg hare s~.rveda 
Bnbl:ac!'~ model for tile Xistiue Slacionna." 

r 
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nulllber of v i g o r o ~ ~ s  frescoes representing the "Fall of the  
Gants"  in tile Palaxzo del Th, a t  ; \ l a n t ~ ~ a ,  aand estab!ishecl 
scllool i n  tha t  city. A large " Holy Pami!?," in the Dresden 
Gallery, is his niost celehrated picture. Other clistinguisheJ. 
artists ~vl io came under the influence of tlie Roman school 
Tverc Primaticcio (xilo snbsec~nently \vent to France), Peril10 
del V ~ F ,  Gianfianceuco I'enni (Raphael's conride~;tial 
scholar), Policloro, Andrea cia Kalerno, C:arnvagg,.io, Dosso 
Dossi, L'Drtulano, and Garofalo, who esec:~ted sonic esccllent 
fsescces in  Ferrara, a n ~ l  \vllose colouririg is remariiably vivid. 
Gianantonio I<:~zzi, a Sienrue artist,  who appears? 11n:\-ever, to  
hsi e h rmed  liis s t ~ l e  c l ~ i c f l ~under Leonnrdo d a  T7inci, painted 
some frescoes i11 Siena, tlie estraorilinary beautS- of' i ~ l ~ i c h ,  
especially of' the single female iigures, lias scarcely been 
suilicicntiy recoyliised. 

The schools of L o ~ u h : ~ r d ~ -  still continned, durina this alno 
pm;~,J,,to preserrc7 a co~:!l)tiriltively iriilependent character. 
Clorregfiio (1-1'3;1-153-I), in l:ai.ticolar, see~ns to  1lai.e oLtained 
liis first iiiatrnctioil !i.onl JIanteyt~a,  and to have been su&- 
sequently infuenced b!- Leoiiardo c l ~  Tinci. Rnt, \\-\-ilile re- 
marl;ahle for sensibility and ani~i l :~tedliib-iilie conception, 
Curreggio ~vi l l  ever be distiiigi~islicd as the  greatest master 
of cilini.oscuro, h r  his ~ieculiar ability in  knoming l io~v to 
'' anatolnize li;.l:t aud alitlclc in endiess grniiation." Conr,zxio 
api~erieto llave arrived at  excellence even earlier in lik tiinn 
Eap!iael. H e  liacl n:ii~lteil several l n y e  altar-picces a t  Carpi t o  

.h, and Correggid (tile place TI-lierice lie derivrd his name) Iwf'ore 
ist ha ITXS t n s ~ i t ~ - - t i r e .TIT-o of tl1c7sc are pieserreci-n "Holy
led 
:he Family," il; t!ie l)1.c;de1i Gullerj-. aiiil a pictnie of folly Saints 
ure i i ~Lo;.&.i>llburtoii's collection. Tlie first of' his cc.leiiratec1 
the 
.i ce;i;.,c...., f>... .LL.~oesn-1:s p:~inti.d in tlie cupola of S .  C+ior:i~:ni in 

ad. Parlua. Cut  tliih grani1 s t ~ l e  W ; I ~carriecl to  perf.e,.tion in the 
1-e3 large i~eacoes ill the cupola of tlAe 1)uol:lo at tl;e sallle ~d;ice, 
late 
lb0, repie+cl;ting tl,e "A>suilll~tion of tlie 1-irgii~." ALore !!lis 
i l i e  donie there is no winclom or Iantcin, the liglit lving :idmiitcd 

1 at from long oval \vii~clon-s in tile lower part. Correygio has 
2nd tal:en advantage of tlie con.ecjrlent colirergent rdys to place 
L 
 I Christ, i ~ h o  dexencla to ~ i l e t t  the Tligin, in  the  strong light 

http:C:arnvagg,.io
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of the centre. Around are saints, and the TTirgin borne by 
angels, all wonderfully foresl~orteued. Lower down, bet\$-eeu 
the windows, stand the Apostles gazicg on the ascending 
3Iadoona; and in tlie four peudentirea under the cupola are 
the four patrol1 Saints of Parma. The elrect of the whole is 
indescribably rich ; but, as all tlie figures are foreshortened, 
auld therefore more limbs than bodies are visible from below, 
tlie artist \\.as jestingly told that lie liad painted a "hash of 
frogs." The easel pictures of Correggio are highly esteeilled. 
I n  the gallery at Dresdeu there is a series of altar-pictures, 
among which the " Soite," or "Sight  of tile S a t i r i t ~ , "  is the 
most famous. Tile '' tlie slnall "Ecce I I ~ I ~ I o , "  Holy Family," 
and the "Education of Cupid by Tenus aud SLeroury," in tlie 
National Gallery, togerher \\-it11 the "Agony iii the Garden," 

sign, a grace, which, in sonie of his xvorlis, bolden 
on ati'ectation ; particu1:wly in tile lengt1lenedun~iatur:~ll~ 
proportions of his figrires. In the fie>coc.s 11o left ul~finisl~ed 
ill the Steccata at Par~ila there is a figure of jloses nliich 
has been -iev mucl~ la!lded. Parliligiauo, it is said, rras 
el;Fqed up011 the large ~ i c t c r e  of St. Jerome, n o r  in the 
Sational Gallery, ciuriilg tile sack of Eoillt. in 1527, and 
that some soldiers actually surprised hi111 while ctbso~lisd iu 
his x:orl; ; but tliey x r r e  PO o~era\vtil\:-it11 ail mi ratio^^, that 
tlley l>rotected him against tlitir coil;i.ades. 

T l ~ e  only remaining c;c;:lity of not elltirely de-
veloped by tlie grcat 11;asti-rs of design of tlie I~oiiiaa a112 
ot i~el  schools 7vas ~ 0 1 0 ~ l ' i i l ~ ;  Ntbut this their co~it~a~~~o:.aries 
Tt.fiii,e cxricd to the utniost pcriktion, in u arks hl l  o t ~the 
eviilt.l~cea of nlatelial n-eaiti~,and all tiic acccesoriai cirp 
p r i ed  rapeantry of a lnost luzurivis cii-Llizntiun. 
~el lc t ia l iapai:iti.d comi~nrati\-ely little ill fre;;i.o; but  attailled 
such co~urnaud of tlie velilcle of oil, that the;- esecut~j .uorb  
of equally gigantic proportions in this medium. To complete 
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of Italian art, we may, however, include a general 
notice of the Venetian school in this section, although we 
shall haye agaiii to refer to the introduction of oil painting 
into Italy. Some account of tile Plrnlish a i d  Dutch schools, 
in\Tl1ich fresco painting \\-as scarcely heard of, \ d l  naturally 
find a place in a description of that nlethod which was origi- 
nated and brought to pcrkctioii in those schools. 

Giorgiolic (1-Li7-1511) w:ts the first to throw aside the dry 
~llalliier of his master C;io\-aiil~i Eeliiili. His ~ ~ o r l i s  

our 

are re- 
mariiable for a rich, i~lterilal glo~v, wilich coiitrasts in a remark-
able inailner wit11 tlie noble strrnlless or melancholy ro~nantic 
beaut1 of his portraits and iclcal head.;. A very celebrated 
poetic -,omposition. rcpresc~~tiilq Sea-stor~l raised by Da-a " 
mnns," is 111 the T7eiietiau Gallery; and there is an estrcrnely 
fine ~ic turr ,  now in the l>ossession of JIr. Blesander Barker, 
entitled "Giorgioilr, his ,Iliatress and Pnpil," sbout n.hich 
Bg-roil ra-;ed \rile11 it \\-as in the Jial~triai  Galiery at Venice. 
Autloi~g tile schoia~s olGiorgione, I'aima (Vecc!iioj successfully 
imiiatcd tlie mabtcr. 

The yea t  Ti;ian (llii-l5iG). also a pupil of Eellini, o ~ e d ,  
no doniit, soiuethi~~g of his golden glow to Giorgioile ; hiit he 
600D macifestcd hi> 01~11originality. l i t ian  has proved 
hiinself the first of culoiirists in landscape, 1s \-ieli as historical 
or religious compositions, and illdeed in erery department of 
art 1 but in l~ortraiture he is, Ly u!ii\-ersal coi~sent, coilsidered 
the grcatest inaster of modern tii~ies. The quiet, coiiscious 
~ t a l i t y ,  the '' senatorial dignity," and t~asential beauty of his 
p t r a i t s  hare never been equalled. The number of these, 
painted during a iik-time ~ ~ h i c h  \\-as only terluillated by the 
plague, at the age of 99, is, llon-erer, far too great to pnrtieu- 
larize. Tile foilorring are seine of Titian's n~ost  f ~ m o u s  
works : '' Au Eiltol~lbinelit of Christ," in the i\Ianfril~i 
Gallcry; "Christ Crolviied v i th  Thorns," in the Lour~re; 
the dubiously nallied "Sacred and Profane Love," ill the 
Borghese Gailery ;tlie I' Bacclins and Ariadne," in the Xational 
Ga'lcr~; the "St. Peter XartJr,"* in S. Giovai~llie Paolo, at 

! * The Dominican monk, St. PeterlIartyr, was an active agent of 
N 
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' Venice, a colossal altar-piece, considered by many, 
chef-cl'mzcvre ; tlie "Assumption of the Virgin,'' in the 
Academy of Venice ;and the '' Jlartyrdom of St,.Lorenzo," at 
Madrid, and of which there is a repetition in the Jesuits' 
Church, Venice ; also, rery large and celebrated pictures. 
Titian painted important frescoes in tlie Ducal Palace, Tenice, 
but they mere destroyed by fire, with the exception of a 
fresco of St. Christopher. 

Of all Titian's masterly representations of the naked female 
form, the two so-called '' Tennscs," in the tribune of the UiEzj, 
and that a t  Dresclec, are among the moat celebrated. Titian 
painted tlie portraits of m:my 01' the greatest historical and i 
literary personages of liis time, including his great patron i 

Charles V., Francis I. (probably from a medallion), Pope 
Paul III., and no less than five Doges. His most in~portai~i 
family group is that of the Cornaro family, now in Nor- 
tliuinberland House. IIis daug1itt.r Larinia is often painted, 
holding up a plate or casliet. Cut his most admirei fe~nale 
represelltations are known as '' Titian's Jlistress," a dark- 
eyed beauty, with dusky golden hair, of the ripest n-omanly 
fascination, yet withal sorliewliat serions in esprcssion. The 
portrait in the Louvre (with the mirror), the so-called" Flora" 
i n  the Ufitiqj, and those in the Plt t i  and the Sciarra Gallery 
at  Rome, are the most f~imous repetitions. 

Some of the most celebratecl painters who imitated Titian 
were Bonifazio, Venezinno, Schiavone, and Dom. Campagnola. 
Other masters Trei.e distir~guishecl bya  style peculiar to them-
selves. Such nTerc Seinolei, Pordcnone (celebrated fbr the 
softness of his ffesh-painting), Paris Borclone (rvhose lorely 
red-haired" Female Figure" was so co~lspicuous an attraction , 

a t  the Ilanchester Art Treasures Exhibition of 18,ji), 11 \ 
31orctto cli Brescia, and his pupil AIoroni, \vho rivals Titian 
in l)ortraitnre, and whose portrait ot'a Jesuit, better l;iio~~'lla~ 

Titiiln's Schoolmaster," is the gem of tile Suthe~.lancl tagof of^ 

the  Inquisition in the t!iirkenth ccntnry ; in conserlnencc of xrhich, he 
macle iiililrelf nlniiy enemies, by one of .,riio:,i lie lvas a t  1e1:;tll ~ 3 s ~ " -
nete.l,at tlie Eiltr3:TCr u f  a !vOoL1. On ?he I.U,L~Ifi.om JJil,t:l to :''!:liO. '' 
s a a  accompntiic.1 by anoiher hrotl~er of I r i s  ordei., 1~1rotied n::il s 

This as:a~siuatioilis tlie iiicident of liti;rn'> great picrun. 
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House) collection. I1 Bassano mas, perhaps, the earliest 
Italian yenre painter. 

111 the latter half of the sixteenth century two great 
Venetian pai~~tcrs,  Tintoretto and Paul Veronese, carried the 
practice of painting on the ~nas t  stupelldous scale to the 
extreme of daring. Tiritoretto was one ofthe most vigorous 
and. q i d  painters who ever wielded a brush ;~v l~ ichobtained 
for him the nama of"  I1 Furioso" fro111 his contemporaries. 
His style he described in the inscription placed over his 
studio-" The drawing of Nichnel Angela, the colouring of 
Titian." His picture of "Paradise," fixed to the ceiling of' the 
library ir, the Ducal Pal:~cc, Tenice, is the largest oil painting 
in tl:? ~vnrl~!, rneavuriiig '74feet by 31. There are nomerous 
works by Ti~itoretto, in oil arid hesco, at  Venice ; among the 
moat celebrated of u~hicll are the "Xiracle of St. JIarli," 
in tile Bcaden~y of Venice (the saint is represented to  hare 
made a Venetian ~t-110 had become a Turkish s l a ~ e ,  inrnlner- 
able vherl senteliced to be tortured), and a "C'rucifision," in 
the Scuola di San Eocco. 

Tintoretto's colonring, notwithstanding that in i t  he pro- 
fessed to rival Titian, is, ho~vever, general11 cold and heavy. 
The pure Venetian principles of colour, but in a light scale, 
and a pervading silvery torle, \\-ere carried to perfection by 
Paul Veronexe. "Ncrer had tile pomp of colour been so 

ln 	 eralted, LO ; hi3 paintings are like glorified, as in bis ~ ~ o r l i s  
la. fuli concerts of encllallting ~nu>ic." I n  the imitation of the 
n- diferent sku& and textures of costumes (\v!liuh arc al~t-ays 
he thoseof the artist's own time)-one of the cl~ief cliaracteristics 

,Is of the Venetian school-Paolo greatly t.xceiled, The magni- 
on ficent arcliitcctnral backg~ouncis, for which someof the norks ' I1 	 of this nlrster are so co~irpicllol;~.are said to hare been 
an 	 paillied by hi.; brotlier Beneclettu Cagliari. I n  ali thc \~-orks 

of Paul veronese, tile erideuce of tlie accompiislied rri~tistis 
the paran:oul~t iul~~ression. T l ~ e  late aLiliiion to the Xational 
Galier?-, the '' F a n ~ i l ~of. Darius at the Feet of Alexander," is 
"n estrenlely fine slxxinlen of the master; hilt a still more re- 
"olvnecl oil picrure is the tvt.li-kliomn gigantic " JIarriage of 
C. .  .

a % "  in the Lou-i-re. The Doge's Palace a d  other b~lild-
N 2 
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ings in Venice, particularly the church of S. Sebastiano, 
where the painter lies buried, contail1 innunlerable worlis by 
this admirable artist. 

FRESCO PAISTTSG IS ITALY 1 3  THE SETESTEESTH 

AXD EIGIITEESTH C'ESTU1:IES. 


V l n ~ o r s  causes led to the general decline of painting in 
Ronie al:d Florence, ere11 more than in Tenice, towards the 
end of the sistet.:ith century; but chiefly the u~lirersal 
manneris:il conseqnent npon the rapid prod~lctireness aimed at 
by artists in oriiel. to satisfy tlie demaliils of tile patrons ~ h o  
esteemed art chiefly as a means of su~nptuons arcl1itec;ural 
decoration, To clircli this c1t.teriorating tendency, it seC11:ed 
necessary, siiice ilidiri~lual originaiity and genius xere not 
forthcoming, to i~ltrodnce and establisll ruies founded npon 
the practice of the generally recogni*ed greatest ~~iastera. The 
school of tile Carracci,founded b -  Luilorico Carracci (1.5.5.5-
1619), at Bologiia, \vas the first to 1)rofessedly adopt this 
principle. Ludovico ~ r a s  supported by his 1iep11e11-s Agostino 
and .Innibale Ci!rracci ;and a so~i l~etb - Agostitlo defiiics their 
general aim. The so:~net niny be t l i l~s renilere<l: Let l ih  
who n-iahes to be a painter acc1~iire tlie dexign of Bomr, 
Venetian shade n11:l action, the terrible nlaiiner of J[lcliaei , 
Aiigelo, Titian's trath and ixcturc, tile sorereig~l purity of ! 
Correggio's style, and t l i ~  ju?t sj-mmetry of a 1:alill;iel; the i' 
decorum and well-grouiidecl liao~vledge of Tibaldi," tlle i n ~ e u .  i 
tion of the leariied Primaticeio, -nil a little of Parmigiai~o'~ ' 
grace; but, Wit!iout so nlucll atady and toil, lie need OUIF 
apply liimwlf to imitate tlie rrorl;s 1~1iich our Siccolino ( d d '  
Abbate)? has left 1.1,s liere." Tl2i.z systenl of seleiiing \-arioua 
excellences, obtsixed for the great acadelny fotulded liy 
Carracci the title of the Eclectic school ;but tlie study of nature 
was not escluded, It 11x3 beell remarliecl that this endea- 
vour to unite characteristics chscritially difercilt, at once im 

* TibalAi, called hp the Carrncci Srichael Angelo I:ifo,mmatO, lhi 

Beformed 3Iiclrael Angelo, TT~I; a IIolop~~eiearti-t ;but Ilia f ine~tsorb 


remain. 
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plies a contradictioil ; and  tlle Carracci tileruselves certainly 
did llot reduce their theorg to  practice. 

Anlong others, Denis Calrert, tile Fleming T V ~ Ohad csta-
blislied a fa~nous scliool at I;olo<liu, a t  fix>tr io len t l j  opi3osed 
tire Ck~rrncci; bnt  t h e  acl~ool of Calrert n-ai quic!;ly s u l > r r s ~ ~ l e d  

tllat oi' the Carraccl, and all drtraction al~pears  to h a r e  
ceased af1c.r the execi~ti3il of th9 ce1ei)rat~CI fi.eacoes of t h e  
Carmcci, in t!le 3 l a ~ n n n i  l'sl~ice. Ludovico's engagclueats 
as a t ~ a c h e i ,  prrll;ips p re ren ted l~ i s  bring a l~rolificart is t ;  bu t  
Agostiuo (;ilti~ough \\-it11 liis brother A ~ l ~ ~ i i r a l e ,  only tlie son 
oi'a tailoi) 11-3s a learned man, and being pro:oan :lj- acquainted 
n-it11 the principles of liis ar t ,  lie uiidertooh tile chief' superiu- 
teildeilce of ill? i!:bt?uctior? of the academy; liis pictures are, 
concequeiitly, still more rurc. We is, lloxrerer, l~artic~ularly 

falxous x~drl;s lie cou~ljlcted, wit11 t11e a.q.qi>tance of' his brother 
All.,a;lit a d  Li~nf>nnc, o Agostiao, Doii~ei~ichino, i n  fbur rears. 

r For tcchi~ical esci'llellcr, correctness, and external aitistie 
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generally the result of the painter's natire incapacity, quite 
as much as it is a necessary product of systematic in5trnction. 
Domenichino's " Communion of St. Jerome " is placed oppo- 
site Raphael's "Transfiguration," in the V:iticm picture gal- 
lery, and has been considered, nest to the latter, the greatest 
pictore in Rome. Some frescocs near Ronle, and at  Fano, 
are among Don~enichino's best performances. 

Guido, another popil of the Carraeei, ranks next to Dome- 
nichino. G~iido'r: masterpiece is the ornnnientn] fresco of 
"Aurora preceding the Chariot of Phcebns," by pie- d r a ~ ~ n  
bald horses, and accompanied hy the Nonrs in rapicl flight, . 
in the Rospigliosi Palace, Ro~ne. Guiclo painted in tlirer 
manners : his first n7ai disting~~isl~ecl for breadth and depth 
of light and shade ; his second, for n rich mellolv tonc of ' 
colourilig; his third, for a pale, silvery-grey tone of eo!oilr. 
His numerous " l\la!lonnas," "Cleopntras," " Sil;j-la," &., are 
chiefly in the latter ~nanner. Thest: generally flat and en^^?? 
represelltations were painted rapidly to rc.;ric.re his Is5ses st 
gantbling, and he eren farmed llitnrelf oot fur the m!r:e pclr-
pose. Guido had a fino feeling fhr abstract l~eanty, that is ?o 
say, beauty with little indiriilual character or an\-tlii;;; like 
Raphaelesque esprcssion : Ilia ideal appears to hare becn talien 
from antique sculpture: many of his fkmale heads rese;libl? 
the Niobe. 

Albani is chiefly distinguished for his hig111y finished 
cabinet oil pictures; the sul~jects of ~ h i c h ,  thoug!~ r~~-tIlo!o- 
gical representations, and generally nalied figures, are fi:li of 
charming ~ ia t~ l r a l  The landscape backgroui;ds arefancy. 
always admirably pair~ted; but still more so the non~erons 
ch-~bby little n m o ~ i n i ,or, as they are populnrly called, 
"Cupids,"* which are almost inrariablj- introdured. 

Among other less important artists who formed their at;le 

:Blbani is said to have been led into this particular choice of sub-
ject through the numerous family he had by his second wife oral^^^ 
Fioravante, ~ v h o  belonged to  a noble Florentine fanlily By his lady' 
who is said to  have been beautiful, Albani had twelve cl~ildrell,all 
markable for their loveliness; and his v-ife and chililren were tile models 
for the numerous \.muses, Kyrnphr, and Cupids \vhich are the principal 
productions of his pencil in later life. Firmmingo is said also to have 
studied the children of Albani for his celebrated i ~ o r y  carvingJ. 
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immediately under the influence of the Carracci, or belonged 
to the general Eclectic scliool, nlay be naiiied Guercino, 
\chose ;\-orlts displaj- considerable force and a happy union of 
cliiaroscuro and colour; Larlkanco, remarkable chiefly for 

hnndlina; Sassoferrato and Carlo Dolci, generally 
plea;-i~~q,and allrays s~ilooiil in esecntiou, but tlie latter 
fi.equelitly clcgeneratilig into afft~etation; tile Procacoini ; 
Cigoli ; Andrea Sacclii; Jaeobo cla Einpoli ; Pietro da Cortona 
(the painter o:' the ceiling uS arl in~i~lensr - si~loon ill tlie Paiazzo . 
Barberini) ; hilori, ~rhose Le;~utiilil ant1 s~imptnonsly dressed 
';Judi;h " is one ot'the filled \rol.l;s in tile Yitti I'alace ; and 
Carlo 31:tratti, remeiillei.ed pri1icip;:lly a> tlie re,jtorer of the 
frescoes Ly Xq~hael, in tlie Vatican. 

Tlic oppoaitioli of t11oz.e yuil~iers n-l~o adhered entirely to 
the stnilg- of IYA~UY~,lo  tile Xclectica, v a s  rstieniei- riolent, 
particclarlS in S:iplea: wilere it "cabal " of artists ~v2s forll~ed, 
mho conspire& to liare recourse even to poi,on anci the dagger, 
shonld ally unfortonate ,icadeillic: pxiuter attempt to estabiiah 
hinipelf in Saples. Uolilr~licliiiio is said to hal-e bc:n one of 
t  i  v t i r  'L'he st-le of thew ,\';tiu~ctlisti-as, from their 
unselectediu~xitiition of nature, t ime  painters Irere called-re- 
flecta ail the savaqc pas,;ioi~ anil dark criminality of their natnre: 
the st;-le lias beell called tile " poetry of tbe repulsir-e." The 
1-iolent contrasts of liglit and sllitde in their \vorli~ is perfectly 
congenial with tile horrible or gl~astly scenes of suffering, 
sorcery, murder, alld robbery they delighted to  represent. 
The no st po1vrrfi11 pillter of this scllool was Caravaggio; 
tliough Bibern, the SpailiarL\, hence called Spagnoletto, might 

, be atire prop?rly entitled to ranli as the liead of' the Kea- 
)I?J politall school. Salrator Rosa usuaiiy carried precisely the 
rd, same fee1ir;g into landscape painting; hid favourite scenes 

beillg ~torni-fr<~~liented alld bandit-Lauiited moaiitain gorges. 

~ l e  sall-ator was hiniself associated n i th  bandits in his youth. 


Luca Giordano, a later Xeapolitan artist, appcars to  have 

:lib- sacrificed extraordinary natural gifts to a rapidity of execu- 

lice 

tion \\.hiell obtained for Iiinl the title of FCLPt.esfo. The~d!, 
r e - similarity in the temperament of the Spaniards and Seapoli- 
riel; tans will readily explain rrllg this style prevailed also exten- ips] 

,are sively in Spain. Padovauino, and some other l tal ia~l astists of 
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consequence in the serenteeilth century, and Eaphael Nengs, 
the Gernlan fresco paiilter of the eighteenth centnrg-, might 
be named; but our intention has Leen fulfilled if \ye have 
described tile rise and progress of painters in that country 
~vliereit llas receired its higllest dereloplnent, and if ~e hare 
i1:dic;tted some of the leading causes n.ilieh effected its dete-
rioration and hastell~d its decline. 

FZESCO P-LISTISG IS TIIE XISETEESTH CEXTUET. 

Is the present century tilere has beell a great reriral of 
fresco painting in various cou~ltries of Europe, lliore espe- 
cially ill Gel l l~ai i~ .  Tile mo\.e~i~ent comn~enced )\-it11 the 
decorztion of the Cl~eralier Barthold-'s hctu5e at Eoille, Lg f 
Cornelius aiid some other ti~en-unlinov-nyoung German I 

artists. Tile success of illis atteiilpt inclliced that most mu- . 
nificeilt patron ofl~~oderli  art, tlie ex-liiiiy Ludwig, o!' Eararia, 
to ixvite tile ablest of theae yo~ulg artists to ,\Il!nich, rild . 
goarautee them a s:ilary for tell gears, ill order that tliey 
shoulcl e~ilbellirli wit11 fiescoes the n:ulnerons ~i~a~nificent 
public, eczlesia>tical, and regal edifices ill course of con-
struction under his anspices in that capital. Here, tiieie and 
other German artists Sorined sellools ; and it \\-as 1;ot lolig 
befbre the names of Corneli;ir, Sclinorr, Hess, IiaulL:~cli, and 
OverGeck had acquired Eurol~e;rn repntatiou. Tlie style 
ado~ted by several of tlieae pai~lters was that of tile sciere 
early Italian Christian art : thus conllliittirlg tile gmre inis- 
talie of be l i ev i~ i~  that art can be transplanted from oile period 
to another d i f fer iq  g~e;itlx in its \\.ants and sentiment; 
with strange ~ e r v e r ~ i o n  of taste, also, the Germal~s rrjrcred 
the rich positire colouring of these early masters, aulstituting 
cold, insipid, half-tints. 

The iilost important fresco in ?~Iunichis the ''Last 
Judgment," by Cornelius, in the Lud\vigs-Iiirche. Ha$n 
says, that "the figure of Christ in this fresco is infillitely 
superior to Xichael Angelo's ; aiid though the IF-11ole coup@ 
sition is but a. varied repetition of Nichael Ai~gelo vith 
his faults, still Corllelius has many original and magnificent 
ideas in the work." 

Tno  large apartments in the Gljptothek, or Sculpture , 



Gallery, are also covered with frescoes by Coraelius and his 
pupils. The halls aud loggie of the Pillaliothek, or Picture 
Gallery, itre decorated throughout with arabesques, a11i1 \\-ith 
historical a l ~ d  otller frescoes iu the lunettes and cul~olaa. Tliese 
frescoes, ~11iich have all some reference to tile history of art, 
nere designed by Corllelius, and executed by Zii!irnerinann 
alld otliers. The x\~alls of the interior of tlie splen$.iil Basilica 
of St. Uoiiifacius are adorlied with magnificent fi.e>coes by 
IIess and liis l~upils. The I<iiiiinsbao is decor~~teil with 
frescoes by Zi~i~in~rmai in  and linuliiach, and the stxte apart- 
nielits of tlie kill:$ and qr;ec3n ~ r i t ! ~  encaustic pail~tings by- 
Schnon., tile subjects cf \vl~ii.li are ii.oln Greeli and German 
poets. Tlie F~jtl?:~li by Hess and Adam,coiltains batt!e-sce~i,~s 
and Gt~rn~aii  Lastb, in the historical suliects by Scliiiorr. 
sitmptuous Alii~rIleii!igel~-Iiapclli.,Wess and his pol)ils hare 
rerired tlie m e d i ~ r a i  practice of painting frescoes on a gold 
g?oulla. 

111Bel4in some rery noble I V O ~ ! ~ S  in fresco llare also been 
executed ia our o ~ r n  t i~ue.  The illustrations of' tlie -J7[ebe-
lzi,lgeit L;etl, by Cornelius and others, ill tlic pa!ace diP the 

of Prnssia, conlpoze a fine cycle of epic represe~ltations. 
Tlie " Battle of tlie ~ IUI IP , "  Ly Knulhacli, ill the 3illery of 
31.Raczynslii, is also a great II -OY~C;  bat still iiiore c:lebsateil 
are the f~eicocsb~ this very el~iiliel~t l~ailiter in the cntranc~- 
hall of tile aev; ~ n s e u m .  

i 
In  Paris, of late \-ears, mural decoration lias been exten- 

sively emldoyed fbr tile embellishlnent, in sollle il~str.~ices, 
of the exterior as \\.ell as tlie interior of the cliurclies aud 
public Luildings. The "Heluicycle " of Paul Delarcche, 
in the P a k s  des Beanx Arts, is deservedly the best-i~nonn 
a a l l - ~ a i n t i n ~  St.in Paris ;but the c.hurc:!lc~s of St. Eu>t;~che, 
Vilice~lt de Paul, Sot re  L)ame de Lorette, St. Gerinain 
L'Afiserruis, tile ?Iladeleine, and sereral others, are ei~riclied 
with frescoes and oil paiutiags by some distin-of the ~ ~ ~ o s t  

PP ~uislled lnodern French artists. The 5imous "Hemicycle " 
all is ljainted in oil, but it has all the breadth and freedom of 

tent fresco. 111 this masterpiece of Delaroche the most celebrated 
artists of every age and country are assembled, and disposed 
in groups round the sernicirc~llar wall. Presiding over them, 
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and elevated on thrones in the centre, are Phidias, Ictirins, 
and Apelles-the greatest sculptor, architect, and painter of 
antiqaity. Relolv the5e are four female figures (one of nhich 
n7as the artist's \rife), allegorical representations of the chief 
epoclls of art; and in the imlllediate i'ore;ronnd is a fen~de 
atoopiilg to gather wreaths, which she seems: prepnring to 
scatter ont of tile pictture. I n  the ampllitiieatri: xhich con-

tains this noble wo1.1; of art, and in~meiliatel~ in front of it, 
the prizes are distributed to the students of pintin?,  scnlp- 
ture, and architectrrre : this, therefore, explains the iritention 
of the painter's con~~osit ion.  

I n  England, Fir Joslina Reynolds proposed, in the last cen- 
tury, tliat certain members of the Ito-a1 Acadeiny ~houid  fill 
wiih paintings the spaces rrliic:~ Sir Cllristopher Wren had 
iutentionallj- leit for that pnrpore ;hut public opinion ~vxs not 
then ripe for an innox-ation ~vhich the prent architect believed 
~vonlcl sooner or later talre place. Tlie first seriuu.5 eBnrt to 
elevate paiilting in this coru~try to its hi$lest omce, that of 
mural decoration, was ma~le b; Bary :and the unhappy resiilt 
to t l ~ e  starring artist of this attempt to illtrocluce '' liigll nit" 
is well-linoxvn. And to this day the great qualities in his 
oil paintings in the Hall of tile Societr of Arts in the diieiphi 
-though, !re adnrit, ill-adapted to the purpose, ancl contnin- 
ing palpable defects-are not aiicqnately rccognised. The 

' 
decoration of the new Ifouses of Parliament afforded :lie beat 
possible opportunity for the reriral of fresco puiutii3g. That 
Englisll artists felt the grandeur of the occasion, tiler sng-
c i en t l~  proved. Sorle d l  forget, who saw the ealiibitionfl i 
of cartoons in Weatminster H d l  in 1P!:3 and 1813, the noble 
response they made to the invitation of Government ;althoiigh 
there r e r e  abundant proofs of want of practice, and a just 
conception of the rerluirements of fresco decoration; for 
hard11 one, probably, of those artists had ever behre dram 
upon the scale of those cartoons, and very few hacl even 
attempted to treat subjects aiinilar to those propusecl. 

The year 1811xt-ill be memorable, in the history of ~ n $ i s ~  
art, fbr the appointment of the "Select Committee to take 
into consideration the prorliotion of tlie Fine Arts of' tbis 
conntrj-, in connexion with tile re-building of the new Houses 



of P;lrliament." During the gear the committee examined 
many individnals mell-accluainted with the progress and posi- 
tion of the arts, both i2t llorne and abroad; a n ~ l  the result of 
the inqniry tenclccl t o  direct t l l en~ to  select fresco as best 
adapted for the decoration of public buildings. This vas,  
however, as Ire hare said, a s t - le  of painting then hardly 
linomn i11 this co~i~ltry.  I t  ~ 1 - a ~  to invite th:,rehrt. l~rol~osecl 
artists to furnish cartooils, colourecl sl;etches, ancl speciiiiens 
of Gewc i~ain:ing, in conlprtition i'or screval i ~ ~ . e m i ~ u l i ~ ,  vn-
rying iu smo~ulit frorn oile to  tiiree hundred 1iou;lds. The 
gellerai excellel~ce of tile cartoo~is, &..,sent in atid exhibited 
i i l lTes tn~i l~~terHxll ill 1343, and :\gain in 1813, s~uyassed 
expectations, and fiiily collfir~l~ecl tile Conllilittcc in tlieir pre- 
ference of fresco. 

The House of Lords was tIiv5i.st portion of the nen7 Palace 
chosen for deroratii;u. It \Y:LS d<ci~lr;l tl!at six co~np~.rtments, 
three at each end, should co i~t~i in  snbjects by artirts T T ~ Ooh-
taincd the higlle?t prenlinnl3, illuztrative of the functions of 
the House of Lord- 2.11~1 of the reiation in ~1-hic11 it staniis to 
the sovereign. Three of t l ~ e s ~ ~  xere to personify, iil abstract re- 
presentations, Eeli;.ion, Justice, nncl the " Spirit of Clliralrj-," 
and the risrnr,ining to  corre>poiiil with such representxtions, 
and express the relati011 of the Pov!breign to the Church, to 
the Lar ,  and to the State. These fie;coes liax-e long since 
been completed, accorclilig to this illtention. T:iose over 
the Throne are, "Ec11~:1ra 111. conferring t!le Order of 
the Garter by X r .  Cope, on the Black Pxi~~ce,) '  R.A. ; tlie 
"Baptism of EtllelLert," by Mr. Dyce, R.A. : anil "Prince 
Henry ac.knowlecl~ing tlie dutlloritg cf Jilclge Gascoigne," by 
31r. Copt., R.A. Those over tlie S::ai,gers' Gi~lleryarc t!:e cor-
responriinq persorlificatiolls : Thi! " Spirit of Justice," GJ- Xr .  
IIaclise, R.A.; the " S]~irit of Religion," by 3Ir. Horsley, 
A.R.A. ;and the " Spirit of Cllivalry," by JZY.JIaclise, E.A. 
Other parts of the palace hare ~uLseqnent1~- been decorated v i t h  

frescoes and oil paintings bS these artists ancl Jltssrs. Herbert, 


JVard,Ii.A., Tennirl,lVatts, and Amlitage. I11 the Peers' 

Corriclor two snbjects have bren ~secutedin fresco by Xr. 

Cope, and in the Conmlons' Corridor t ~ o  JIr .by 31r. JJ7:ird. 
XacLse is commissioned ta p in t  one of the eighteen subjects 
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in the Royal Gallery, at  the price of 10001. Mr. Dye?, nho 
had already completed, at the date of the c~lereiith Report, four 
frr-coes relating to t l ~ e  legend of Icing Arthur, 11,iz ready a 
caitoon of large dimeniion~ for another fresco of tile belies. 
For tlie Peer,' Robing Room JIr. H e r h ~ r t  hay completrd a 
l a ~ g e  cmtoon for tile subject of " Noses bri:lgiil? iio\\n the 
Tables of the Ldw to the Israelites." An opinio:l .eenrs to 
~ r e ~ - a i lamony architectural pulizts that some of tlic norhs 
al:.eady executed fail because thpS hare no relation n liaterer to 
the arcllitectl~ral featules of the plate. 

The Benchers of Lincoln's 11111 hare cntru.ted to 31r. 
Watt, the de~oration of one end of their beautiful hall. The 
snbjxt chown io an ideal r.l~resent~tion of ti?? gieat lnv- 
girera of the n odd. I n  A11 Saints, JIaigaret-i t~ect.  +lien alls 
ate paiilted ~ i t h  fr?bcoes in the stjle of early C'l)i;-tia:l ait. 

At O~io rd  t l ie~e  has 1:een nlade a not unimliii::,t,~t a~+,mpt 
to revirr n~ed;:e\.ali-:n in alt as well z,i arcliitecture, and 
n e  might alio actd leli:io~l. T11e O\ford llelr Nuseuln, and 
the l ~ e n  Debatinq-locli~ of tllc rn ion,  are aciapta~io~laby 
Xr .  VToocln ard of the old Itzlial~ Gotliic. This I ( \  a1 of aLI 

peculiar st j le of arcl~itect~re has naturally called fo: a cor- 
re~poncliny ~ t j  hizoicling!~,3Ir. D.le of mural decor'ztion. 
G. R o s d t i ,  ail& some of tlie liiore pro~iii\ii~g pie-E,il)lirelite 
artists-painters, i t  iliuit be co:icicled, n h a t e ~  rr  their crcneral 
denelits, ]nost 1iI;cIy to  produce nol hs to l~armonite I\ it11 the 
architectonic reqnirements-llc~\ e rnldel tahen to adorn tlie 
malla of tile V~lion 1~it11 a series of pailltings on sul$sct. from 
the Srthurian romances. Solile of tliese pdint;r~;s ale al~eady 
esecuted. Tlie choice of su l jec t~ ,  though calnble of r e v  
picturehque treatment, is not e-pecic~lly felicitous in other re-
spect,; and a$ the paintinqs are in distemper, not fresco, n e hdre 
no great confidence in their perrnaiie~icy. It is l~loposedto 
decorate the ncrv Nuheurn it1 d simi!ar manner. 
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O i l  	@ ~ i ~ ~ t i i t g .  

HF: practice of art, i t  li:is been seen, \\-as confined 
t11run;hout tlie SIicidle Age3 to tlie cloisters. l i l is  
circ~ilnstance explains nut oilly tlie religious cilti-

lacier of cyt, \:.,I+., from :lie sphere of its cu!tiration l ~ e i l ! ~  

1 
so 

conti.actt.d, are not r~:.~,riseil to Gild 1iumeru:la bri:i~c!~es of 
art Practi.ed L>- the same ilidiviilual. Lear l i i~~gand science 
\rere siluil;aly coiifi~ied and c e r ~ t r a l i ~ ~ d ,  50 that the a~ t i - t  bad 
dso to c~dt i ia t r  tile ciir~-r~iinl and iotn:iirl !inoi~ld;e rre-
ce,ssary to rnal..!e lli111 to 1jrel,art1 liir various pig:~iei~t.q ii~:d 
veliiclzr. I n  this study the  liulnte~. \?-a. gr~.titly facili~atedliy 
the t.i,ejisc,.in,or dispensary, gC~ieralij- attaci~ed.ascl eye11 sollle- 
times IIOTT-, to tlip conr-ent in Italy. I n  1iicdi:evcl ages tlie tra- 
dition indeed obtaiiiell t!:a: St. Luke, tlie patron of artists, ITCIS 

a physician 2s \veil as p:iinter ; aild 1na111 a ;?-?/.utesefiiied to 
have cmnlateci tlie prehniiled exnmljlc of t l ~ e  Erange!ist, I,y 
uniting tiie two prof~>sioiis in his o\~1111e:soil. And even 

I 	 \Then, at a Inter period, tile artist beca~ile indepeiident, liis 
nionlii~li eml~lu-trs still frecjueilt1y sl~p;~!ieil !ii~n \\-it11 Ilis 
materials. Uot tlie artist geiieraily, and alrnc~htof necessity, 
was acquainted with tiie methods of p r q j a r i ~ ~ g  these ~linterials 
himseif, and this linon.ledgc was coiisiiiereil an es~ential part 
of artistic educntio~i. 

Thus, the acquisition of tlie 1;iio:r-ledge of painting as not 
sil11plj- tlie stuclx of a11 art, but also tlie drudger3 of learning 
a busine*;. Lilic o rd inq -  Iia:~ilicrsftsmen, the painters !lad 
their ;.uiiAs ; the ruira of wIiic!i define, 3111fi11g other 
the uumber of pupils ~rliicll the masters in certain grades 
were permitted to instruct-each ~naster, of course, t:~liii~g as 
n'all?T pupils, to iiic.rease liis profits, as these rules \vc;uld 
~ernGt.  The pupils xrere duly and fornlally apprenticed, 

mailto:@~i~~tiitg
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generally, a t  a very early age, and the term of their appren- 
ticeship \\-as in some cases protracted till long after they had 
arrived at  manhood. Cenniiii fixes the period of apprentice- 
ship at  thirteen years, six of \ ~ l ~ i c l l  mere to be given esclusirely 
to the man~i!'actme of coloors, the composition of tempera 
~eliicles, the 1;:ying on plaster h r  fresco, tile preparation of 
panels, S c .  For inore than a century after the time of Cen-
nini, the practice reglrlarl- obtairied; tlic introduction of oil 
painting iirirolriny tile necc-sity for gi\ ing still rnore atten- 
tion to tlie properties of media and rarnialies, and their effect 
upon pign~ents. 

These, tllei~, \Tere the material conditions, so to speak, of 
the prnctice of painting which obtained in the Korth as 
well as in I t J y ,  and at  the beginning of the fifteenth 
czntnry, hen the Van Ejclcs introduced the iulprored 
vellicle of oil painting-an improvement, n - i t ho~~ tdoubt, 
due to  their possessing a. more than ordinary amount of 
this practical ancl clie~nieal l i l~o\~ledge.  Some of tliis knom- 
ledge the reader may thiilli it desirable to  be put in pos- 
session of before we attempt to ascertain the nature of 
the discovery of tlie V:in Eycks. Various other technicali- 
ties and artistic appliances may also be explained, and will 
not be out of p1,ice under the present heading; because, 
altliouyh not always pecali.tr to " oil paintinp," the impres- 
sion \Till ~laturally be iniucrtl, that all practical details corn- 
nion to painting generally, should be included in an account 
of the n~etliocl r~hich  is a t  the present time most estensirely 
practised. We commence then with- 

TIIE PALISTISG-ROO31. 

THESOIITCE,not only of tlie eRects iil tile of indiridnal 
painters, h11t of tile r l~arac t~ l . i~ t ivs  rriiole scliools, rill of 

hardly be apparent r~ i t l io~l t  
reflectilly 11pou tile c1ifYerence be-
tween painting in t1:e open air and i l l  a confinotl ro,~m. The 
quantity of light admitted into tllr artist':: stuilio: or nfeliey 
($7.c.o;.!ci!~op), as it is rc,:!!e;-i:i:es i:: a1.o a material 
consirli~r;:ti~):l. Eerore n:t.:!::!,ti:~g cletai!cil desi.ri?tion, we 
cannot rc:'iLli; fr~'1il g i ~ i n ~  bcliincl tile cur.tile i;rht " p e p  



tain, at  m artist cLez hi, afforded by Blr. Thackera1,f in the 
f'ollowing beautiful passage froin The Sezccowes-

"The l~uietteon his ariil was a great shield, painted of 
many colou~s ;he carried his nlaul-stick and a sheaf of brushes 
along with it, the weapoiis of his glorious bnt harmless 
\Tar. Wit11 these he acliieTes coiiclnests n-herein none are 
noundeil save the envious; x i t h  that  lie shelters hinlself 
against llow i i l~~cl l  Occupiedidleiiess, ambition, temptation. 
over that coiisoiing worli, idle tlionglits cannot g;iiii r11e 
nlaatcry over him, selfiil 11-ishes or desires are 1;ept at 
bay. Ait :r truth, and t r l~ t l i  is reli$oii, and its stud1 an? 
rnitctice a daily \~o r l i  of pions L ~ L I ~ J - .X h a t  arc the ~vorlJ's 
struggles, brawls, successes, to  tliat calm recluse purhuing 
his ,.akling? See, t\vinliliiig i n  tlie darliiiess round his 
chamber, ilumberless bt1:iutitul tropllies of t!~e gracefill vic- 
tories llc. has \'on-sweet flo\rers of f'incy reared by liili~, and 
shaped of bexaty vllicii lie has iuouliied." 

The fir>t rrqnisite of a ljaiiltii~g-room is, that  its din:en- 
sions silonld be aileipite t o  ailu\v the artiat space to retixe 
from ilia \\-orl; to  the disti:ilce a t  \vhiull tile picture mill be 
~on ren i eu t l~viewecl w!lcii placed in its destinarion. For 
large dt.,:oratise tile room must therefore be very 
spacio~i. GTctinil accurdii~gij- tllat tiic studios of sonie of 
tile 1tiili;ui paiiitcrs \\-<re ili~nieiise. A11 inrentor-, which 
Las bcm l?re-c.rvcd, oftile cii'ects of Rembrandt 11-lien he was 
deciared hisolvelit,+ furilishes a most interesting sanii)le of 
the incongruuus colltel~ts of a painter's sinc!io. 

Tiivrr i-., as liligiit be ~xpecti.d, a large coilection of piz-
tur;.. by ile:nbralic!t hiin~eii; and a iiunib~:rb j  oti~er Dutch 
painters. Tiiere arc alao several Itniiaii l)ictures, i ~ i c l cd i i l~  
spcciniens oi' Kiiitzlle an1  Jliclia:.! Anaelo, and niany \-ulumes 
of print', alter Flemish, Untcli, and Italian masters. The 
stock oi:hrii?.ure ii~clud~>ssoaie l~izturcs:joc Sparlib11 cliairs, 

* 11-e may prrllnys be escustcl in rfminfli~lgour rearlei5 tlist llr. 
'I11acktr:ty i, :ii: n r t , > t ,nud. xi-c 1 ) ~l:eve. st:id~eciart \I-irii a vien :o in::ke 
it i~:'~,:c>>iuii, utc!l i111:!>~11rfiure i,articuia~l;to l:ai~iling5eforc lie 

in \\old2. 
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in leather and green velvet ; but the quantity of 6i.i~-6-6racis 
quite enormous, con~prising colunlns and china, globes and 
minerals, busts of Ron~an eiill~el.ors and ancient philosophers, 
helil~ets and armour, stuffed beasts, birds, and fishes; plaster 
cast;, inclucliiig a Sibyl and the Laoci;oii, ~i-alliing-sticlis and 
bamboo pipes, musical instnin~entr, bona and arrows, a~ id  a 
metal carillon ; heads ancl h ~ n d s  n~oulded from nature, stag- 
horns and 111dian ar l~iow,  fragiiiel~ts of ailticlue dresses and 
draperies of diver.; coionrs, 11:iii)crds and s~vordz, a \vooiien 
trumpet, m ~ d  the slii11~ of a lion and alioness. IIo;v the niotley 
contents of a p;tiiltcr's ~v;-ori,rcc~m tliro~i- i igl~t on his aiodies. 
and tastes, and liolv curion.l>- tlley ~ c z y  lie combini-cl in his 
aorlis I\-e need not attemlpt to poii~t oiit, 

Pdinters generally lx.cfer a \~-i:idon- \ri:ll a 1:ortl:ern or 
eastern aspert, because tlie light fit,:^^ those qiiarters is Ienst 
afYected b- the direct rn-s  of tile sun, l e ~a u j  tl~ereii~ri. 
rariah!e : 1;ut a soutl~eri~ 1i:;lit is u n ~ l o i i b t ~ d l ~  illore beautiful, 
and is !i!;rl~- to collduce to an axrc.::ibly :rarm tone of colour- 
I . T l ~ esize and :,ltitude of tlie \vin&o\v is of estrenie iln- 
port:i~lse. The Illore contrncted the ol)ening, the bro:.der and 
more int?:;se n-ill be the s!iC~dorra ; \yliile, the liiglicr the 
aperture t1:rough x-lrich tile ray l~eiietrates, tlie longlr \\.ill be 
the ciesceniii~~g shailo\~-s,and tlie lilorc abrnpt tlie do~vli~vard 
diniin~~tionof brilliancy. The co lo~v i i~ i~  li:ic\\.ise~vill be 
affectd, necesaari!y in tone, and gi~nera!ly in hue. K t 6  
son~bre s!iado\~ the cclouring nlay be deep and rich, but it 
~vill :nore Gecjuently be sad and Lro!;ec ; but in clriierhil lig1:t 
it \\-ill usnail- be pure :I> \veil as pale. Tlie early pitinters 
cc,m~nol~iy Leondrdog.;ire an opeii-air etTcwt to t!leir pictures. 
da Ti i~ci  \v;rs tile firs', to sho\~- extreme partiality to in-do07 
effects and l~o\\-erful shdo\vs;  11e has, tl~rrefore, heen 
sidered the inventor of cilitr~,oscli,*o. The co11lint.d light 
brea!iilig through the roclis, ~vhicl, give tlle title to the 
celebrated Leoiiarclo in tlie Col!t.ction of Lorit SniFalfi,"La 
Vierge nus Eocl~ers," illustrates t l ~ e  i i~~~~ress i renessof light. 
inb' figures in this u ; q .  

Corrn;:.i~, also, another and the greatest master of c1liaro. 
scuro, being, perhaps, still more admirable in his treatmellt of 
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light and shade tha11 for his prorerbial grace, often introduces 
a very snlaIl proportion of the luii~inous element. We 111a~ 
instal1ce the "Uagdalene Reading," at  the mouth of a cave, 
in Lord Ward's collection (a repetition of the Dresden 
picture), and the supernatnral liglit in the famous "Kotte," 
in the Dresden Gallery. The effect in this last picture is, how-
ever, altogether exceptional. Instead of introducing 3. stable-
lantern, as in other versions of the night of the Xatirity 
(including Re~lzbrandt's), thc 1)romised "Light to lighten 
tile Gel~ti!~;" seelils to be rendered literally. Froill tiie hoSy 

i 	 the l lado~~na's enmilt features, and compel the ~ ro rah ipp in~  
i 	 shepherds to s!lnde their faces from tlle miraculous sple~ido~ir. 

There is ail exceptional etiect, also, in tlle replica: [Ital .repeti-
tiou or cop-) in the Xatiorlal Gallery, of the "Agony ill the 
Garden," in the Duke of J~Tellington's collection. The prin- 
cipal h a r m  of the chiaroscuro of Correggio is, llomever, 

I the meltillg softaess of the transitions from light to  shade, 
and the smeetness of the intervening pearly half-tints. The 
Bolognese school, with the exception of Guido in his third 

i manner, generally indilled to the profoulld shado~vs and 
e bacliground which a darkened studio so natcrally suggests. 
I Thevery popular-for so it may allnost be termed-pictnre 
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of concentrated light from a high-up n indo~v-slit nil1 ''r)iCk 
out" point3 of detail fiom thr  surrounding breacltlls oE half 
tone. The strange nitcilery ~vhich Rembrdndt'q cl~i,i~o.cur~ 
has over the mi11c1 is paltly ascribable to the quantity of re- 
flected light in Lib zhC~ilons, by \vhich objects ale not fullS 
"made out," as it is callei!, but scenl to float in phantom 
indi\tinctneas. 

Ooe of tlle most c!elig:itful prerogatives of the painter, in 
contradi?tinction to the photogmphrr, is the poner of lepre- 
senting reflected ligllt. Cornpdred to the ranqt! in natule 
from sunlight to midnight the artist's scale is extremdr 
limited, from lli, mo\t brillinnt nl,itv to his 111o.t intens< 
aspilaltun~; but he can to a c e ~ t a i l ~e\tt)~it corlipen.,tre for 
tlliz b dn eliin; on t!ie e\clni-ite >henome~,n of reflected 
light. so often or elloohed bj- the uneducatpci c! e. b ~ i o u s  
expedients are adopted in tl,e qtnilio, G? ai'iju.ti11~ sheets of 
nllite or colonred pdper, to obtain inucll cot eted p,~lticular 
reflections. Calaraggio and Syagnoletto (Ribcr:), and other 
Keapolitan and Gp,lniJ1l paintel 7 ,  gzr e t l ~ e  appearance plo. 
duced by confined light, but o m i t t ~ d  these reflections: 1,ence 
their shadows are reprrlhively hear 3-, rvanting in tlnnap,i~enc~, 
and clalh r.~thel. than deep. Cardraggio na.s s ad  b h:. 
contcnlpo~a~iesnever to emerge from his cel1'1r. P~ct~iles 
p in ted  on the3e principle? conr ey the irnp~e.sion of harin: 
been e~ecntecl by Izmpliqht I n  many s~I1oo1b tile c!lanlcg 
and painting are co~~dnctecl enti~ely b j  ,-a~light ;* and rn2n.T 

writers on artistic education recorcmencl tlie p~acticea2 

favourab!e to the attninn~ent of this xigour, ricllnea>, and 
bredclth of light and shade. T~ntoretto is said to ha.iedram 
by lampligllt from casts fioln the Flo~cntine atlil antiill,? 
sculpture, in order to obtdin forcible relief; and the blacbne" 
of his bhado.i~,s bear\ ~vitness to the practice. 

The effects repreqented by s i~ch means are, I~olrerer, 
artificial, or at least so nnlilie the ordinary aqpect of fa' 

dyligllt f x e  of nature, that t n o  great fcictions hare alaaS' 

* JIoch of the  study r.t the Roi a1 Academy is conducted by gw 
11ght. E or further partlculara fee note 1' in Appendix. 
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existed, nliich, as Nr .  Fraiili Eoward sa-s, in his excellent 
book on Colo t t r  us u Xeuns qf A p t ,  rival in fierceness, as 
in naliur, the feud of tile I3iaiic!li ancl the Xeri or" Italy. The 
inad~t~i~acj- in some way to of liis means conilpi.ls the artist 
select or force his ef<cts ; and " give up the Ser i t  appuie t~t l~ .  
d l  Iiopr of riralling the brightness of nature; but? hy forcing 
the sliiiiiors and general tone of the mhole picture, they endea- 
ronr to produce the same gradation of iiglit and sixado~v as in 
naturet but on a lo'ver scale. Tlie Bianclii party, on the 
other ! ~ ~ : ~ d ,endeavour to compensate for the want of pohitive 
brilliaiic?, by refil~iiis or increasing tile delicacy and beautF 
of tile tints. Light is the origin, or in~mediate cause of 
colonr, and tile brigliter tlie ligl~ilt t l ~ e  greater variety of tints 
will be ijuiid or displayed. As n-e cnr?nut riral tlic cause, the 
Bianci~i conlend that \re must illcrease the elfbut by intro- 
ducing co!our in lieu of those tints ivl~ich in nature appear 
neutral, a~ id  th~ i s  coriceal tlie rveali~less of our imitation 
of tile cause by mabing it apparently pro~luce greater 
effects. Thus, all the gre-s are reridered by pure ultra- 
marine tints or delicate pearly yurple, arid the greatest 
poxsittie variety of beautiful and delicate colours is introducecl 
in the Iiglit ; v;hile the shado~vs are gcneraily of a nent~al  
colour, the most decidedly contra>t i~~g with the tiuts in tlie 
light. But so~netilnes the Lcor~iplementarj-] colour is carrier1 
throcgh the siiador~s as nell as die lights ; positive cr imso~~ 
being introduced into those of lebves of grass, mliile those of 
flesh are rendered by a dull red, and tliose of n sancly bank 
bI pure blue. Tlie main diffele~~ce lies in the &tiBrmt treat- 
ment of the atmosplieric influence and association." 

On the other llancl, to again quote Jlr. Ilobvard, "certain 
tones of colour have been f c )u~~d  to be almost universally re- 
ccgnised as agreeable, and by tile Inass of artists and critics 
called the Seri, it is held to be fine colonrirlg to reduce every 
representation, without consideration ot proprietv, to these con- 
ventionally agreeable tones. Sir Joshua Re~nolds  conlmends 
a picture of a moonligilt scene by Rubens, mhich is so rich in 
colour, that if you liicle the moon, it appears like a sunset. 
The bnclcground of the far-famed ' AIercury, Venus, and 

0 2 
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Cupid,' in the Xational Gallery, and the sliy of the 'Rdcchus 
and Ariadne,' are instauces of this practice. It Touid be 
difficult to bay what tlie foriner was meant for except hack-
ground to the ficures, and no one ever saw a sby such a blue 
as the latter." It muit always be remembered, holverer, that 
there are ll~any influences ~rhich  haye very peat ly  obscured 
nearly all old oil paintil~gs, especially in the shadon->. The 
modern pre-Rayhaelites hare, many of them, returned to the 
light tones of the eally fresco and tempera painters, and thus 
rushed to the opposite extreine ;but perhaps no artists of the 
present day ha\-e united mow truth of colour to open-air 
effect than 31r. John Le\+is and the late Thonlaa Secidon, in 
theil Eaitern sul!jects. 

Painters, if practicable, or rulless there is a special rea-on 
to the contrary, work with the light on the left, to prevent tho 
"cast shadow "* from the brush falling inrrar(1s ; it folloma, 
therefore, that picture, are nearly alnaJ s seen to the greatest 
advantage wit11 the liglit on the left of the spectator; but r e  
shall return to this again in our remaiks on Water Colou 

It remains to be noticed, that the light may occasionally 
be modified by some semi-transparent medium with the hap 
pieet result. It was, Ire hare seen, by very slow degrees 
that glass was substituted for the parchment and linen ain-
dows of the IIiddle Ages; and (oiled) paper wiildoys re re  
retained in domestic architecture even at  a late period. k 
Vieil, the French \niter on glass of the eighteenth c?uturJ., 
says, these paper ni~idows mere found, in his time, only IIJ 

the studios of painters and engrdvers, nho  preferred them 
because the light ahich passed througll t he~n  was more equal 
and less fatiguing to the sight, and they mere useful in d h j '  
nishing the noice in the street. But such windoms hare8 

* "Cast ehado\r~" are a l . i ~ a ~  to be ri~~tingtilshedfrom otlier .hado%' 
incldeiital to an object I n  tlli- 111-tance tlie = ~ d e  of the bi~..:i turn4 
fro111 tlle hglit mould of cowac 11s~  e l ta  a~~ot l ie rql~aclon. and qliadoP 
nollld be '.ca-t, ' oi lirolcctcd 011 to t l  e fir4 O ~ I J P ~ ~  cam"nitl, niilcli I T  

in contact Ca-t .111don: are a l nuy -  dar7\e-t,b cause I t a c t  hu-ccrtl '' 

of modlhcation by reaectlons. An ecllpbe s a last cabt ~ I L ~ O U : '  
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far pester reco~nmendatiou, namely, the delicate breadth of 
transparent half-shade t h q  spread over objects, by which 
minute bleillishes are softened and effaced. JIr. Burllet, in 
his Prtrctical HLzts on  Po~"t i -u i tPainting, alludes to the 
charmin; effect of a portrait, bx Phillips, of a lady " seated 
out of doors with the light coming through on the counte- 
nance, interrupted by a ~vhite para301." The "Sell j  O'Brien," 
by R ~ Jiiolds, ill the i\Iarquis of Hertford's collection, n hich 
malle such a -ensation in the Uauchester Exhibition (ISST), 
on-es it\ fascination to a similar effkct ; but the nhite parasol 
i% leplnced by a l l l ~ b h r ~ ~ l l l  straw hat. "But," again quoting 
Mr. Bnmet, " the strongest proof of the intluellce of delicate 
shado~v i11 refining thc asL,eriiies of nature i7as in a portrait 
of old 'Ylr Iszae Heard,' by Deris. of the IThile t i~ lk i~lg  
harsh lines often observable in the couilteilances of' old people, 
he &el;- the muslin curtain across the printing-rooill \\-iado.rr, 
which in instalit produced the nlost delicious grey and 
pearly tones oycr the sliado\v.s, and ~emoved the ~vliole ap-
pearance fro111 co~nuon n ~ t u r e  to t!ic nlost iinisiled ~vorli of 
zrt." 

T E E  13IPLEILESTS, ETC. 

Brushes are used fbr tlie al?plictition of " \vet" paint, and are 
thus distillguislled frorn tlle '' dry l~oint." The latter is a 
conrenient term to avoid the a ~ l ~ b i g ~ t i t ~ -  has resulted ~ ~ l i i c h  
from the use of the ~vord " l~encil," bot l~  for a snlall brush 
and a sticl; ellclosing b!aclilead, kc. Painters prefer long 
handles to thrir brushes for large T T O T ~ ~ Sbecause t h y  enable 
them to approximate to the distalice at x~liich such pictures 
s1ro;ild be viewed, a:ld because they farour that masterly 
executioll whereby a fern touclles, appareiltly coarse when 
fieell near, yet convey tlle ilnrreasioll of perfect finish at  the 
proper distance. Velasquez and.our own Gainsborough are 
"id to have vol-lred \\-it11 bruslies six feet lo lg  ; and the latter 
Placed the model at the xame distance, so that the subject, 
the painter, and the picture occupied an equilateral triangle. 
Vasari recommends t'hat the csrtooll sllould be d r a ~ ~ nxvith a 
piece of charcoal h e d  into a long cane. Fro111the desirability 

http:\\-iado.rr
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I 
I of seeing the effect of each touch at a greater distance than 

that at which it is conre~iient to place it on the p ic t~~re ,  d~tists 
contract the habit of swaying bacliward:, and forward., libe so 
many Mandarin images, axid in a manner that to the nnini- 
tiated must appear somewhat affected. Sir Thoma.: Lawrence 

i 	 used to go so far as to place portrait and sitter side b\- side 
to~vards the finishing, the11 retire to a distance to comi~are i 

im both, and work npon the picture while so sitnated. 

The larger bru5hes are rnnde of hog-hair," and are called 


1 	 "tools." The word "pe1ic.il3'is still soxlleiimes applied to the 
smaller sable brushes. These are either round or flat: the 
latter, though Haydon erpressecl great contempt for them, 
certainly contribute to a squareness of markin: greatly admired 
in the ~vorlis of m a n  masters. Most artists also use 3 brush 
made of badger's hair, sornetlling like a sharing-brush, only 
that i t  is kept dry, and the hairs diverge more. It lrrars the 
significant names of "softrner " anJ " sweetener," and is nsed 
to ble~cl the colours and renlore "eclginess," by bein2 snept 
to and fro over theill while freshly laid. I t s  use is very

1! 	 tempting to tyros ; but it is apt to a "mnzzy," feeble, 

Tbe Xazll (or 3fahl)-St/cXI,is used to steady the hand 
holding the brush. I t  is held in the other hand, and the end 
of the sticli is enveloped ni th  a pad to prevent incie:itc~tions 

' when it may rest on the canvas. The old pinters neier used 
a mahl-stic!; on large pictures, considering that the i
interfered ~ r i t h  freedom of hancl. llubens nlentions being 
obliged to  hare recourse to one in his old age and in declining 
health. 

The Pa?ette, "set" with its little heaps of pigments-"the 
shield of Inany colours," and the " sheat' of b~uslles " throngh 

The hog-hair brubhes may recall an anecdote nllich 13 $0 me" I-a 


I 	 met a herd of swine, one of wl~omran aga1n.t &lotto :~ndUP": 



the tliumb-hole,-are tlie most comnion syn~bols of the geltius 
of painti~~g.  The " thumb-hole " is, llolr-ever, of recnit intro- 
duction, anil replaced projectirig hanclles. The latter is tlie 
form in Sir Joshna, Re~nolds '  earlS l ~ o r t r ~ ~ i t  of liinihelf; and 
sue11 is tlie form of tlie palette ~vhich belo~lgc~l to tlic gre;lt 
English master, and is preserved, togetlier with tllat ol' 
Hop r th ,  in the Roj-a1 dcaileniy. 

The Dinnei, is made so tiiat it can be attnc!ie,l to  the 
palette. I t  serms to colitaili oil, rarnish, or otller veliicle nacd, 
as will be hert,after czplained. 

25, Palatlc-X..liJe, or Spatula, lias a plia!)!e 'iade, and is 
used to tenil~er co1oui.a and nlis tints on the p:~l<tte, ancl also 
frqneritly tal;es the place of the brush in tlie actnal applica- 
tion of colour, illore l~articularly in the  early stages of a 
picture, ancl in fact whenever s solicl body of colonr is recloireil. 
The colour is, as i t  n-ere, troc-c!lecl on, lcaririg a sniooth plea- 
sant snrfilce for subsequent opxations. It lrnx a LLI-ourite 
in:&...~~uu!eotwit11 Turner. Xrtiats c1iEer greatly i n  the nilm- 
ber of tints tliey arrange on the palt'tte : sollie preparing a 
pea t  number, aricl others mixing tlier?i at  t h r  ?cud of' tlir brush 
from a few siuiple colon~j. Gre;it nnthorities oil art  Iiure 
said that the surest rod to fine colouri~ig is tlirough a siniple 

nd palette. 

nd The Ease l  is a frame ~ h i c h  supports the during 

Ins its progress; the commoner clescription is trinngiiiar, and 

sed supplied with pegs for the a<ljustment of tlie lieigl~t of the 
ice x~orli. Of a Letter and more convenient forni is the square 

mg i uracli I,easel rr-11icIl allows the p l i n t ~ r  great &~cility in raising 
ing or lowerilig hie picture. JITill;ie's first easel n7as a chest of 

h..a~ers,one of wliich he pl~llcd out aud inclined his panel 
the against another. Pictures ivhcse dimensions are so moderate 
:gh as not to require a special sc;iffolding are classed as "easel 

pirtures," the smaller of tr-hich are called "cabinet pictures." 
well 
give 
odr, 

The easel of Sir Joshua Re-noltla is preserved in the Royal 
Academy. 

Slab and J f ~ i i l e ~ ,  for grinding pigments, figures in a 
and 
tles, 

painter's paraphernalia far less f r e ~ ~ u e n t l -  now thali tbrmerlS. 
The Thi.orle is the name portrait painters give tlie chair 
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provided for their "sitters," from the circumstance of its 
being placed on a raised dais, covered usually nit11 red cloth. 
The "patients" are thus elevated on a "monument " of con. 
x-enient lieight for the operation of taking tlie likeness. i l n d  
not ouly is i t  desirable to have the sitter nearly on a lerel 
with the eye of tlie painter ~vllen standing, for the +al,e of its 
mere conrenience, but, as may be seen in the 77 ~ r l i \  of the 
olJ masters, i t  coinniunicates a superior air to the Lead ~f 
painted as it appears loobing at  i t  rather from lielow tila 
above. Nothing, in fact, requires greater artistic kllo~t-ledge 
and taste than the choice of the mod. charactcribtic and 
agreeable carriage of the head, and the best view of the 
features. I n  these essential particulars photogxpliic yore 
traits chiefly fail, in consequence of the badinnumc~~~b le  
habits of citterg. Re!-n,rlds, tlloayll of Ion- stature, is q11p 
posed to ha1 e brought tlle "throne" and standinq at t h p  

easel into fasliion ; but 1-andj he n as also a littie ri.lion, and 
painteci \tanding. Velasquez re hnow did, as he is thus re. 
~ w r s n t e d  in the picture ~rhere  tile Emperor's chi!dren are in 
his painting-room. Titian nns of small stature, ~ e t ,he is 
said, on the coatrarp, to ha\ c Eenerally painted sittil~g, as re 
learn from an anecdote tolJ hj- 'i'xsari ; for, 7~-hile once l~ai~~ting 
the En~lperor Charles V., a friend of hi,, a sculptor, stood 
behind his chair and made a lilodel of the Elnperor at the 
sanle time. But of course all artists s i t  I T ~ I ~ I Itiley pint , 

the nork too long-by placing the picture before the glass 
and looliing into its honest face, not only is the " fresh eye' 
instantly restored, and the fault consequently detected, but 
from the error being reversed, it \rill actually appear greakr 
than it really is. 

The Luy Figure,or Nanailrin, is a xvooden or s tuFed doll* 
usually of life size (though smaller sizeb are u s ~ d  for SODc 
purposes), so ingeniously constructed that it can be made 



tr 	 assiline and retain any posture the artist may ileaire for the 

h. 	 adjustment of his d ra l~eg .  The i:ltroductioll oi' the use of 
the la!- figme is ascribed to  Fra 33artolomii1eo. It ia veiy in. 

serriceable in painting elaborate dresses and draperies* hen,na 
:el if a living n~odelwore them, it noulcl be impossible for t l ie  

its model t o  relnaill still sufficientlj- lorig \~-i '~llout disturbil~g the 

he a~rangemei~t,to enable the artist to paint erery ibld in detail. 


if Severtlieiess, tlie use of tile lay figure as the origilinl nlodll 


lajl 

ige * Drapery" is the generic term for erery kind of textile fabric 
md suscepti!,la of folds ;i t  allo includes fringe.., tassels. kc .  T!ie .' cast." ur 

the a8jnitii:ent of draperies is mnde tile ol~ject of a rl)ecial cuur-c of btuuy 
in some foreigil schools, aiiil e'pccinlly by Grl.inan paiilti-r.. fur t l ~ e i r  

IOP works ill f'r2sco. T!le ralici i  parts of the body arid 1in:b- slioulci 

bad allrays 7;~. seen tkiuugll tllc dr;tl;ery, tliougll it i uii~lece-rary to carry 
the FiLnaple so far a, the ailcieni scull~tors. wlio IT-ettetl tl,c di.2pc.ry 

llp- 10 cause it to adhere more ciri>ely to  tlie ligure. li: the v o ~ l i a  o f t h e  
th? higher sc!iuols generally, arid for a ])articular cxaniple in 1;opl~ael.~ 

Cartoons. tliiek atuifs are clio~ri:, Lecau-e tliey hare  few fold>, and are 
and therefore broader and gran~ler in c11arsc:cr. Tbe .-yecific c~uality of 

TE. the fabric is indicated by tlie si7e of the folds; the smaller liaving 


e in a tel~(lelicy to becsiiie aiigular, and tile larger to fvrm " d!-ea," as the 

abrupt terminatioi~s of the longitudinal 11ivi:ion of folds are named. The 


e is texture is also i~idieatetl by tlie quality of surface, \ ~ l l e t l ~ e r  or 
rough 
, re smooth, doll or brilliant. Thus satins (n-irners the " Satin Golm," 4y  

tin: Terburg: reseml~lc polished bodies in tlie rc.ctptioii of glossy ligiits iu 
the midst of dark !~alf-tints ; but dis:inct sl~ario\rs :Ire seen, tl~ou,nil 

iood modified by strong reflections. The fuitls are generail!- ca~lical, xvith 

the s h a q ~  breaks of a Crescent bhape and sildfleil terr,linaiiolis, in con- 
sequence of the sti8i1esa arisiilg from its poli:li. Tll? folds of silk 

lknt are more angular, and the " sliern" of its liglitj lrps brilliaut. In furs 
the light gli~tens just ~ ~ i t h i n  the edges ; and relx-ets linve this pecu- 
liarit>-, tirat, in retreatirig parts of t h e  f ~ l d i ,nllere otlier stuffs would 14 have 11a!f-shadox~~s, '1he cliarncteris- they display viracity and lig111. 

pie. ticsof ?lot11 are yery simple. to prestrye a u  angular It is ~ I e ~ i r a l ~ l e  

?re 

ing,  disposition of tlie folds; for if they Be too curreu, i t  cuurcys tlie im- 
pression of tlie drapery being full of soinetliing-as a sack of flour. 

,g at Nbert Uurer used to  stud^- hiis drapery from model$ mad$ 11-it11 wet 
Paper, wllic11 he copied in all its st if l~ess an(: angularity. Zorbaran;la$ 
m a d e g r a t  use of the lay figure ;aild his draljeriei, especially the rrhite, 
Eive evidence of careful study. I t  is oiliy less dithcult to give lightness 

bd to "fl!-ing drapery" in painting than in sculpt~ui-e. I n  the " 1:acchuj
and Ariadne" of Titian. in the Sa t io i~a l  Gallery, the scarf escapinp, eater ruffled by the xrind,frorn the figure of the god. i.; a fine instauce of i~iotion 
being ~ u ~ y e s t e d  Haydun, iu even in a conlnaratirely heavy material. 
his Aufobiol iroj~h~,gi\-es an a&using account of tile number of timcadol, he had to i~nint uut some flying drapery in his pietme of Dcritatus- 

somr became it seemed allrays to \vant a prop. \vardour-street is a t  present 

de a great d~116tfor draperies, armour, and other artistic " properties:. 



is attended with great danger. The a~vkmard, unnatural pos- 
tures, tlie strange ancl unacconntable lifelessness, observable 
in so nlaiiy pictures, xnay be tracecl to the lay figure. The 
most elegant ctisposition of drapery is almost a!t~-ays tile result 
of accident, and to be caught, like the expression of the face, 
in a moment. The safest course, therefore, is to malie a rapid 
elietcli of the folds ~vhiuh seen: most happy from the clwpery 
placed on the living figure ; ancl when the lay figure is used, 
the fo!ds should be acljusted by means of a slender stick, or a 
still more slender wire, or such a thing as a linitting-needle. 

VEHICLES. 

SISCE the nro~ert ies of vehicles materiallr influence the 
A A 

character and st-les of execution in a pictnre, and atTect its 
subsequerit appearance and preservation, the description of 
their properties is an essential branch of our subj2ct. The 
term " vehicle," which is borroFecl from pharmacy, ~r-e have 
already mentioned, is applied in art to the lluicl employccl to 
bring pigii~ents iuto a proper \x-orking state. Tile rehicle 
gives the nanlr to the mode of painting-directly in oil and 
water, and inclirectly in tenipera or diste~nper, and fi2seo. 
But  as in water various substances are held in solutii~n, so in 
oil various ingreclie~its are combined. One of tlie li;.o~t im- 
portant points for the general render to  bear in mind, in re-
ference to '.oil" painting, is, that a varnish which might be 
spread over a picture when finidled, may be usecl as a vehicle 
with the colours i n  tlie actual process of paintin:.. The 
colours of pigments " bear out "* (assume their f ~ d l  force) 

* I n  the successive a~iplieation of the coats of colonr to s picture) 
the oil in each superimposed coat is apt to " dry" into that p~.uviouelY 
laic1 (especi;illy if the latter is not perfectly dry), and then tile co1our 
applied last 10.-es some of its fbrce. I'revious to  fresh appiicntioGl 
therefore, the artist generally spreads a thin coucl~ of oil or vnrniih 
over the colours already laid, in order to  make them " hear out? and 
t o  el1snl.e the uniting of the subsequent nit11 tilt: previous painting' 
This operation is ternled " oiling ont," ancl soc i~  t11i11 glazes of 
are sometinlea called *' preparations." The " sinking in" of tile rehie'' 
6hould be tlistinpuialled from that of the pigment : in tile former 
surf:ace bccome;i dead, in thc !atter it beconlea shining, fromthe super' 
natant oil. 



effects differing according to the liquids with which they 
are combined: in some instances they obscure or depress by 
their tinge and opacity, in others they enliven or exalt the 
colonrs by their colourless transparency, or, much more so, by 
a refractive power, as in varnishes nlacle of resinous sub- 
stances. Tlle peculiar exalting effect of var r~ i~hesupon 
colours continues ~vhen they are dry, because reaina h ~ m  a 
glossy, transparent cement, n-hile the media afforded by es- 
pressed oils beconle "hornp," or semi-opaque. This prin- 
ciple of thc heightening or depressing power of vellicle 
applies also to  water painting, according to the substances 
(gums, kc.) held in solution, 

It is objected by some to the ingredients which i i n p r t  a gloss 
to ~&Licles that their use is illegitir~~ate because nature is not  
rarnished, but rather presents the appearance of freico. TO 
this it may be replied, that every mode of representing sjlctce 
must be conventional, and if the glazed transparency of oil- 
rarnish more forcibly or i l l~~s i re ly  sjjiincerepresents s l l c ido~~~c t l  
than fresco-which i t  ~ in i~ues t iunabl~  st.t.1~does-why to de- 
prive oil painti~ig of i ts  peculiar characteristic a;iil clistinc- 
tive merit. Certain of these objectors a.t the sanle time, 
with much inconsiutenc~-, recommend lacing pctnres under 
glass ; forgetting :hat the effect of glass, cnrler such circum- 
stances, is simply that of a perfectly colonrless varnidi. 

The tenclency of all oil vehicles, and rarnish, to darl<en 
more or less in the course of time, is inevitable. Oils, lilie 
wax, after having been bleached in a strong liglit becoine 
again more or less yellow-colo~~red, or, as i t  is calleG,, "rancid," 
aceorcling to the degreein which the situation where they are 
kept or esposecl is badly ventilated, or deprived of light. 
Even the clearest resinous snbst:t~lces are, after a certain 
period, founcl coloured, varying in degree according to  their 
hardness: thus the soft mastic is most aficted, but the  
hardest, riz., amber an(l copnl, are ultimately obscured. For  
this reasor1 al! old pictures present an appearance sastly dif- 
ferent from \\-hat they bore \\.lien fresh from the painter's 
hand. In  the very lightest portions they are consicler;.bly 
embromnecl; but where a much greater p a n t i t y  of vehicle is 
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ased, as in the glazed shado~vs, tlie obscuratio~l ~iiust  be, of 
course, greater. 

Sonle idea may, nevertheless, be fornled of the original 
brightness of the colouring of such works by examining 
thein upon the principle applied in copying-at least TI-hen 
copying is conducted n-it11 intelligence; namely, selecting 
some point of "highest light," ~ ~ l i i c l l  111ust hare been origi- 
nally XI-hite, and observing h o ~  nluch it is lotrereil, and nith 
what i t  !I-as, in imaginatio:l, comparing the rebt of the pic- 
ture. Perhaps tliere is nothiag ~vliich ha: prodnced so nluch 
empiricism and quackery in practice, and elicited so niuch 
aiicctrd and siniulated admiration in theory, as the accidental 
dar1;enil:g of the vehicle of oil l~sinting. The "bro~rn tone" 
of the old masters, 11-hicli has been raved about so sri~seles~iy, 
is, hot~evcr, now better uuderatood; andthe "broxr-11 deinon" 
which possessed tlie old-fashioned di/effnizfi,* to the grett 
detril~leut of t l ~ e  living artist, is at  length pretty ilearl~ 
exorcised. 

On conlparilig rater,  as s reliicle, ~vi th  oil or rarnish, r e  
find it is of simple and easy use, and dries readilj. It \rill 
not protect and presprve colours like the oleo-resinous rellicles, 
by "locliing the111 up" (using the painter's iillras~) ;bnt it is 
subject to little alteration of colour or etfect subseqnentlr. 
For, notrsi th~tandin~ that oils and varnishes are less chemi- 
cally actire upon colours thau aqueous fluids, the vehicles of 
the oil painter subject him to innumerable by 
their bad drying, change of colour, crarlcing, and " b l o o ~  
ing,"f and 11y "habits " varying with a raricty of pigments. 
They are required, Illoreover, to possess alnlost a contrariet~ 
of quaiities-to unite tenuity with strength, and to be fluid 
irithout " flowing " (that is to say, to admit of being dis- 
charged freely from the brusll without flotviag or sprtla&g 

* The plural of the Italian noun dileitrixte, a lover or admirer(of 
any art, kc.) .  

t The softer kinds of vamis l~  are especially liable, lien esl10se~ 
damp, to produce this appearance on the surface pictores ; $0 cg1led 

from rcremnbling the " bloom" on f r u i ~: it is otherwise termed 
"chilling." 
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on the canvas); of being used either with aufficiellt body to  

give ail embossed effect to the touch, or sufficieiltly diluted 

to perniit the niost rapid esecutioil, and of being spread in 

the tl~inaeht possible film. 


It is natural, therefore. that painters sholild diff'er in nothing 

Inore thail iin the vehicle the^ eiiiliioy. Some ube oil only, 

axid others a peculiar compotmd of their olr11 to ~chicli 

they attach importance. Volatile oils, ire have said, are 

useful diluents of tile thicker oils ;hut they vealien tlle body 

of tlie vehicle., and occasion it to Bnvr or syread so mu&, a> 

to render the tour11 of tlie pencil spilitless and uncrltain. 

Thepe lji-~Perties gire occasion for the ii~troduction of resin or 

va~iGsh, to restore the required consistence. Various vehicles 

!lave been compounded on principles derived fro111 a knorledge 

of these propertics of tlle oils and resills irhich are ill great 

farour ivith artist.. They are called " r\Ieguilps," from their 

inrentor: one variety receives the name of " Guintion." 
Meguilps possess a texture vhich eilablrs them, 
while f lori l~g freely from the peiicil, to keep thcir place in 
painting and glazing, 

Varnish, rrheii used i11 inordinate quantity, or applied as a 
final coat too sooii after a, picture is fiiiished, is sometimes, 
though not a!~~aj-s, the cause of the craclis me see ill yi~tures. 
These coastantl~, occur, fi,oni ~u6c ien t  tiine not being al!o~red 
for each coat of colour to become periiictly drj- befbre suhee- 
queiit applications: the conrequence being, that the oil is 
absorbed from the upper into tlie lower coat. The superficial 
d o u r  beiug therefore charged ~vitli litt!e oil, and exposed to 
the action of the atmosphere, dries nnore rapidly t h a ~ i  that 
b:ueath it ;and sliouiJ tlle ai!nospllere Le wanil enough to 
allo~~-tlie under colour to dilate, i t  xiill necessarily rend tile 
u s e r  in eyer? direction. Tlip nse of incoiigrnous rehiclef, 

successive couches, as \\-ater and oil, varnish and T\ -~x?ill the 
=me l~icture-bitumiaous glazings, i~n~)erf i .c t l~-~~re~jared  
~'ounds, and improper prir:~il?gr, are, as \re sliall e~deavour 
to~llo\\~, Haydon ai~cl other other fertile causes oi. '; craclis." 
ivriter,i 011 art advocate the use of pure oils ill paintil!:., and 

~vithont suificient auti~ority, that such were t!ie only 
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vehicles of the Venetian painters. But Xr.  Leslie gives it 2s 

hi, opinion, " after more than forty rears' experience," thdt 
vehicles are of little consequence except in so far as it is cles;- 
m'uie to aqcert'tin if they are one of the causes of premature 
decay in some modern Eni.li\li pictures ;and that the "Vene-
tian secret," as it is called, h,lq little to do with chrrnical 
secrets : " I am persuaded that Titian mould have coloured aa 
finely as he did -it11 the material, used by ally school, nhlie 
the colours or grounds of T ~ t h n  n ould not hai-e enabled Davld 
[the Frencll painter] to  imitate fieah."* 

OILS. 

OILS are distingui+licd into firt, clm~;izg,and colatile oil< 
the tno firA are also cdlod j%ml and exp~essecloils; th? 
latter, es~c,2biuloils. 

The E s e d  Oils are viscous and greasy to the touch, nac! 

are so called because they do not a!mo>t entirelr evapoiat+ in 
dlying,llhe tlie volatile oil, (nliich ird\ e only a qniallre~i~luum 
of wlid ~e- in)  ; and t h e  are termed " e\plessed " oils becau-e 
they are not extmcted by distillatioil, lihe the esscntiai oila. 
Of the fixed oils, lirzseetl ha\ beell in most genei;ll use 111 

painting. I t  iJ by far tile htlonqest oil, ancl driea be-t. S z l f .  

oil, the oil expresqed irom nalnuts, was iuucli u,ed by tile 
It'tlian painters. P u p p ~oil was introduced late4 ; ~t h~ 
the ieputatioti of beeping its colour hettcr tlian lin,t.e~l, and 
it is on this acconnt generally emploge~l in grindins vhite 
and mo\t of tile light p~gments. I t  is said to ha\ r been 
emplo>t.d by tlie flower p'~intcrs of the etherl land^, about 
the end of the ~ i s t e e r ~ t h  A Dutch niiter of thecentury. 
period lllentions "mnncop olien-ma~ico~ (moon-head), the 

Yrepcwutio,~o f  Oils. The oils are fern ; but the!. hare to 
undergo certain processes befoic they are K t  for the pc~inter'a 
purpose, and the modes of purifying and bleaching then1 are 
very T arious. The clarification ot oil from its muellag '" 
of the first importance. This may be effected merely bz 

* Hand6001Lfor Ibvng Painters, p. 213. 



" .  
nolcls: esteemed so liighly a present of some very old nut oil. 
~ 1 1\vatery particles have also to  be removed, and tlie oil to 
be frercl from its (oleic) acid. Apropos of the p~~riiication of 
oil, \l-e lliny recull Titian's remark, that '' ITith good oil yoii 
can malie a good picture, and xvit!~ hntl oil yon can sti!i make 
a picture." To one defect in the vellicle all the great 
painters xrcre, lioxverer, far from i~iclifirent. The care taken 
by tlie:i1 to rencler their oils as colourless as possible, to  
prevent their subsequelit J-ello\viog, or " rising" in pictnres, 
and forlning what i, cal!ed a .' horny surf;~ce," is ilot a little 
remari;able. This is entirclj opposed to the dilettanti idras 
of tllc de.;i:.rL'oiiity of -ellow lights and green blues, m-liich 
origina:ed chii.il?- from tlie study of altered pictures ; and it 
is no !css contrarv to the opiriioii of son~e  modern ~vriters, 
that, as tile alteration of oils is v,navoidable, it is better to  nse 
them at first in tl11. coloared state, 11-hich they ninst ~ l l t i rna tc!~  
attain. ?;nmerous processes are described in old treatises on 

.se painting m man^ of them troubleaor~le and tedions in the ex-

is. treme) to secure perfect ancl stable clearness i t ~  tire ~ebie!e; 
iil and. tlie eFect of tile altered oil is, of course, most dreaded on 
lf. pale aricl cold coloars. The Italians geilerally mixed a colour- 
11e less eascntial oil with tlieir clclicate tints, including flesh 
:;is tints ; but essentiril cils cannot be used extensi\-el- in norther11 

nd elimatc, because they do not fix and protect the tolours 

ite against clamp. Paa l  Veronese painted his blues in tempera, 
rst and then varnished. them. Sex-er;J of the Flemish painters 

p~~c t i s edthc same method, or sometimes-as also did the 
Italians-strcvccl tile blue pigments on fresh white lend, or 

made swnc provision for the absorption of the oil. I t u b e ~ ~ ~  
e=pressfls great ansiet?, in one of his letters, lest acy of the 
nhites slloulcl hare become yellox\- in some pictures that had 
10% reluainecl 11acl;ed up ; and lie requests that  they migllt 
be esposrd to tlie sun, to cure tliis " disease of the lieart," if are 
i t  occurred. 1% 

br The  D y ~ i i l ~  T h e n  oils are expressed without heat, flOils. 
Or, as it is termed, '' cold-clraxvn," tliey are less drring than 
when subjected to warmth, or boiled. And, although the three 
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oils previously named have a naturzl tende~~cy to dry, yet this 
quality is not sdEciently strong to prevent some colours re- 
tarding it in various degrees : a circumhtance ~vhich has ]?(! 
to the addition of other siccntire ingredients, or " clrlei-s," 
to the oil-. TTThateler contributes oxygen to oil d i i ~ ,  it, ap 

is the cake v i th  pure air, sun~hine,  Rc. Hence, alyo, all 
the perfect oxi3es of metals dry 0:1', and the be4  drr ers are 
those that contain oyygen in exceqs, such as lithar:e, sugar 
of lend, mininm (red l e d ) ,  umbers, snlphate of ~ i n cor n hite 
coppern-, ailit rc~digris. A11 d r ~ e r s ,  however, ha1 e in some 
degree a pernicious influence on colours: they inciease the 
yellon ing tendency of oils 011 blue, and, nlost of them being 
salty, they diminish transparency or actual!? corer the surface 
with a vhite efnorescence. Verdigris becomes in time bldcli, 
and, as it a a \  cotnn~on as a dryer in Italp and Spain i n  the 
sixteenth and seventeenth centnri~s, to its irunloderate uye 
may partly be attributed the blackness of the shadolvs in 
home of the Spanish nla\ters, and in Tintoretto. Tliere i>, 
moreover, little doubt that by n orlcing niore leiqnrely, and 
not overloading the colours, or by proceeding with Illore than 
one p i~ture  at a time. so as to a l I~m sufficient interra!%, artists 
might di.pm\e with dryers of erery description. 

The S70Zcctile, or Esseztinl Oilsare deatitutc of thr ~trcngth 
of the fised oils, haring scarcrly Inore adhesiveness or cement- 
ing polTer in  painting thaii water alone; but, owiny to their ) 

extreme fluid it^, they we useful as diluents of the tl~icher oils a 

and varnishes, and are still more serricenble as qolrel~tq of the 
resinous and other substa~lces introiluccd into ve!~,cles and 
varnishes. 3-nphthn. called albo oil of p~troleum, or "rod; 
oil," is collected among the rocl,, in Italy and ot i i~r  place.. 
It is the olclest esientiel oil, bei:~?, as iz belier ed, tlie 011 ' ~ v d  

in Painting by the ancient Egpptians, hnd the solrellt used 
by the ancients in malring their ranl;sh. Other rolntile oils 
are obta i~~ed by distillation from various vegetable .ub-tancec; 
of these the rectified oil, ilnp~opeilg called spi, it (Ift~ f~pc" '  
tine,is now mo,t col~ln~oulg employed. It, great 1i.e amo% 
house l)ni~:ter~, under tile C 'LI I~  nanle of i i t~ l . l f~ , "  i3 to thin 
aud assist the d r~ i l l g  of oil pailit>, aud in larger qu""ittS to 
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' 6  flatten," or a dull, unshining surface on white and 
S 


other colours. The English oil of luceizder, or the inferior 

a foreign cf spike (a larger species of lavender), is preferred 
in enamel painting. 

i R  	 TARIUISHES. 

ETEBYliquid or substance may be considered as a varnish 
re ~vhen applied to the surihce of a solid body, gives it a 
IT permanent lustre. The last operation of painting is varnish-
te ing, whicll colllpletes the intention of the rel~icie, ~vhen this 
le eitlrer has riot enough of the nature of a varnish, or is not 
oe used in sufiicient quactity to  cause the design and colouring 
lg to bear out ~vith their fullest freshness, force, and keeping.* 
ce 	 Varnishing supplies, as it nrere, a transparent atinospliere 


and natural moisture. ivliile ~tibrnls a glazing wliich secures 

from injury r.nJ de~ay.-3~ield's Bi.aiiz?izai-of C'uloui.iilg. 


Varuishes art: prepared from an illlmeilse rariety of sub- 
stances, of which the yesins, improperly called gums, afford 
the best, a id  those principally used. Thear sul1stances usually 
give the nanle to each particular varnish, as "copal," or 
"mastich " rzn:isli ; bnt varnishes are also classed, according 
to the solvents of these substances, as essel~tial-oil varnishes, 
(fixed) oil varnishes, and spirit (spirits of wine, or alcol~ol) 
varnishes (which last afford tile "Prench polishes" for cabinet 
work), and water varnishes. The (fixed) oil var~iishes are 
called "hard " ~ariiislies. 

The Resi~zs and Balsaiizsf are very numerous; but it 

By Tu~pe i i fiize a i d  Terebintliina is understood tlie generally 

' x?0,il1'iis tlie l~roper subserriei~cy of toile and colour in e~ei-ypart 
of a l,ictui',e, ao that tlle ginera! tfltct is l~aruioiliuu> t o  the r ) r .  

thl- is uiia;teuded to,  a I ~ a r ~ l ~ n e ~ s  ir~l-is pruiiilccd, whicl~ :.ires 
Droirer 1-ularlou to iudiridual parts. and the picture is said to  be out of 
~ ~ ~ ~ j ~ ~ ~ ~ , v . - F : t i r l ~ o ~ t ~ s~ ~ i , ~~ T J ~ ~ ~i ~ i c t i , , ~ ~ ~ ~  ,i ,.t.,!f 

t l 'le trrlll "11al.am" naa  forll~frly, aud is a t i l l  Ereq!!entl!-. applied 
to liqu.<ireallls generally. The modern Frellch cl~ailii=ta.lioivr\-er,
rrztr'l:t l~orcic. baume" to t1io.e re2iii.;, ~vl ie t l l r~liquid or so l~d ,
Khich cWt&-inbenzoic acid.-Eastlake'j Allutci.icr,(j,kc. 
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light-coloured resinous liquid which flows from many kinds 
of trees; mhen hardened by the sun, or by fire, it is called 
concrete or solid turpentine, to distinguish it horn the eseen. 
tial oil of turpentine. The following are some of the varieties: 
Fenice turpentine, obtained from the larch ; St,*ils6ullq 
tztipeiztiize (the Italian "olio di abezzo"), wl~ich exudes from 
tile abete ;Pl i le-~es iz(the incense usually burnt in cliurchrs is 
this produce of the Pinus abies) ; Pece Greca (Greek pitch, 
Colophony, or the Pt:goulcc of old XSS.); and the 3r~znk. 
incense of works on art. 

iThrsfic. This soft resin Ao~r-sfrom a species of lentil tree. 
I t  has been extensively usecl in modern t in~es in tlie composi. 
tioil of vehicli.~, and is now tlie usual varnish for pictures 
when finished. 

Sandni.itc. The fiuctuatine sienifications of the word san- i 
L 

darac show how commonly this resin has always been con- 
founded with amber, mllich it resenlbles in appearance; audit ? 

is still more difEcnlt to C~istingui>h the one from the other in -
the old words common to both-ylcrssum, ylasstr? g,scrssa, kc. 
It was, as it has been observed, the usual substitute for the 
more costly amber, in the composition of the Italian "ve~-nice 
liquida" of the tempera painters. I n  the Middle Ages the 
word " rernis " mas also applied indiscriminately to these 
substances, but by degrees to sandarac alone. This resin 
flows from the Afiiican "arbor vitz," which abounds in Bar. 
bary, on the sides of JIount Atlas ; but it is also obtained in 
various parts of the East. When fresh, sandarac is light in 
colour, and transparent ;but, as it acquires age, it becomes red. 
I t  probablj-, Sir C.  Eastlalie tells us, obtained its name from 
t,his circumstance, for " sandaracha," with the Greeks and 
Romans, meant a red pigment (in Dioscorides, red orpirnent). 
<'The word sandarac, mhen applied to the substciiices named, 
had various modifications. The Sanskrit form mas the corn'-

pound 'chanda-rasa,' which literally means moon-juice." 


An~be~ .*Sonle of the most interesting in~ehti~ations 
in 

f The word alnber is derived from the Arabic ambar, which W U P* 
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relation to pai~iting have (as we shall see) had reference to 
the accredited use of amber in the rehicle of the first oil 

' painters, dissol~ed and rendered colourless by a method now 
generally believed to be lost. There is no doubt, hoiverer, that 
lnoclern cher~~istrg- could supply an amber varnish, if ueces- 
sary, eligible with any used by tile old painters. W e  

that, as regards its purification, amber has been so 
clarified as to be enlployed as a substitute for magnifying 
glaFst.s; and these lenses are stated to hare been more powerful 
tharl those nlade of glass in igniting gunpo~~der .  This re- 

ee. markable substance is now unirersally admitted to be of 
Si. veg"table origin. Hurnboldt remarlis that, "all the Baltic 
res ambt:r is derived from a coniferous tree; but the amber-tree 

of ilie former n:orld had s ricliness in resin with mliich none 
an- of tlle coniferous tribes of tile present world nil1 bear any 
311- c~m~~arison."The best liind of amber is imported from Eussia 
lit and Poland. 
in (:opal forms the efficient substitute for ambcr in the modern 

kc. vehicle of yaintiup. It is a very light-coloured, transparent 
the resin, obtained frorr: 5-arious parts of the lvorld. The word 
lice "copal " is, hw:-ever, derived fi.0111 the language of the abori- 
the gines of Sooth America, who applied it to this resin, which 
lese they burnt as incense, and also to resins generally. Under 
fzln this narne, therefore, it cannot be found mentioned before the 
3ar. introduction of American produce. The Oriental variety was, 
l in however, known before this period, and w s  no doubt some- 
t in 
red. 

bnbly applied originally to  ambergris. Tbe atlractive power of amber 
rom after friction was er-idently kiio~r-n to the :~ncieiits fi.orn the nanies 
and employed to desipnate it. Ttie attractil-e power after friction is not, 

at). 
horr-ever, a test of amher alone, for i t  is known to be apropertycommon 
t o  generally, to sealing-lux, and other substances. In  T1iing.s 

ned, not Q p ~ ~ e r n l l yK~iolcnwe read (p. 20). " The analogy between copal and 
amber evidently indicates a similar origin. Their consistency, their 

'OD. 
 colollr, their nature, and the fact tha t  they both enclose organic re- 
mains, prove the resemblarice ; and concur in sl~owing that amber, like 
eoPal, and many modern resins and gums, has flowed from the trur.k 
and branches of a vegetable . . . The great quaiitity throlr-n up  
bY the Baltic sea is probab:~ owing to  the  existence of s considerable 
bed-the site of the forest which produced it." 
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times conlbunded with amber and sandarac in tlie old 11s~. 
It has a tendency to crack, which has to be coullteracted by 
the admixture of linseed oil. 

Berzzoin and Cquica Balsam have also been used as in. 
gredients of varnishes. 

Lac. White Lac 1;zrizish was introduced by Mr. Field, 
author of Chi~omotograpAy,8 c ;and is prepared by dis\olving 
in alcohol, or spirits of wine, tlie lac rehill of India depriyed 
chemically of all colouring matter, and purified; withorit 
which the varnish is  opaque and of the dark colours of the 
japans and lacquers of the East. By passing lac over an od 
ground, or painting, the drtist is enabled to nork in water 
colours; and thus a multitude of minute details and finemar'i-
ings, such as architectural ln~es,  branches and thin, light 
foliage, may be rapldlj struck in, ahich, when corered with a 
little lac varnish, becomes a component part of tlie picture. 

OF THE CSE O F  TABSISTI WITIT TNE COLOLRS, 813OX 
VAKSISHIA G .  

@THEoil painting of the early Flemish masters, vho f i i a t  per-
fected the art, mas, we h a l l  find, more strictly speaking, (011) 

earnish painting; in other words, an oleo-resinous veh~cle 
(such as amber varnish), of sufficient consistency, waq mixed 
with the coloi~rs to lender final varriisli~ng unnecessaly. The 
Venetians adopted this vehicle; but it was soon diluted, for 
larger work, by tlie Italians generallx, the requisite protec- 
tion being sougllt in tile application of a final coat of r~iiii;n 
As the northern a ~ t i i t s  a1.o gradually thinned tlieir ~elilcl~. 
they lihen iie required tlie same defence for their aorI,s-\nth 
tliiq d~fference al\\a?b, that qreater s o l ~ d i t ~ ,  both of ~ehillr 
and rarni\li, mas iiidi~pensal~le in the lliole humid tlimate of 
the 1101th. Leolinrdo da Vilici is the first Itallan nlitfl 
n 110 nlentioils aiiiber oil-T arnisl~. The Italians, l~on ex er, Ip 
trocluced eqsenti,~l-oil rar~,i\lies at  an early peiiod, coi~iillen~ 
illg by sub.tituting a liquid le4n for the 011, and enl17io~ind 
fincxlly a bal-am liquefied 111 e,<cl~tial oil nithout other ie.illou; 
i~l~iedieii t .A rjsiiish of tbls clialarter, the "olio di iibe>=@~ 



tliill~led xrith naphtha, is stated by Armenini 
to beell used by Correggio and Parmigialio. Such corn- 
positiolls laat perfectly well in Italy, xvlleu well prepared ;and 
to the qualities of this l)articuilar rarnish described by Arnle- 
nilli has in a great measure been attributed the preservation 
ot Coireggio's pictures, and the clearness of tlie tints. From 
some interesting ez!~eriments by JIr. Sheldrake, published in 
tlie Dn/zsaciio,zs of the Society of Arts, 1801, i t  xvould ap- 
pear me max, nevertheless, broadly infer that, when an old 
pict!lre is foulid l?ossesaing evidently superior lsrillia~lcy of 
colour, i~lde~endent of ~vha t  is produced bx the painter's skill 
in colouring, that brillianc~ is derired from the admixture of 
a resinous substance in the vehicle. Alllollq Venetian pic- 
tures, ~x-llile solne are so tender that it is allnost iinpos.;ible to 
clean theill rrithont i l l jnr~ ,  others oEcr great resistance to the 
most l~oxrel.ful sol\-!cuts, and consequently niust contain ainber 
or copal. Xi'i:!l regard, therefore, to the compara~ivc durabi- 
lity of var:iislies ullder ordinary circnm~tancea, it is certain 

DJ 

that t1:ose colnposed of alilber aiid oil should be placed first ; 
ileat tllosz conta i l~ in~ other resins and oil, or col~al or anlber 

eP ' dissolved in a liquid rebin ; aiid those i ln~st  Le considered the 
)il) least dur~ble xrhich consist o i l l ~  of resins dissolved in essential 
tcle oils. I11prol>ortion, hox%-erer, to the hardness aiid perfectioi~ 
red of thcre ramislies is the diificulty of using t l~enl as vehicles. 
[he It is to be observed, in concluzion, t,list not only were Italian 
for pictures generally rarnislled, but the use of varnish xvitli the 
ec. colouri, and more especially in glazing, aild xt-ith the shadom- 
i;n colours, mas very exlensive : the darks of a picture by Cor- 
tele. reggio are represented to be of the thickness of a five-franc 
1th piece above the rest of the picture. 

1i9 As many persons are hiid of \\-hat is termed " doctoriilg" 

e of pictures, ~ t - l i i~h  
generally includes loading theill with varuish, 
iter we lllay add a fern reinarks on the subject of warnishitry. 

Altllough the hard rarilishes are more durable, the soft mas- 
3ne tic yarnis11 (dissolved in spirits of turpentine) ilow corninonly 
ing used lllay be removed and reneir-ed wit11 less risk to the yic- 

IOU' ture. Alld llotaitlistanding the necessity that a picture should 
>o, be thoroughlF drj- to  prevent subsequent cracking, varnishing 

111 
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over colours and tints newly laid has the important adrantqe 
of preserving the colour of the vehicle used from changing 
Early vanli*hing is, however, as just intimated, altvays at the 
risk of cracking ; and with soft va~niqh, dries slorly and is 
more disposed to bloom. Nr.  Field says "this sariny grace 
of early varnishing appears to ariae from the circnmbtance 
that, nhile linseed and other oils are in progress of drjing, 
they attract oxygen, by the power of which they entireiy lobe 
their colour ; but, after becoming dry, they progresbively ac- 
quire coloor. It is at the mediate period betneen oils thus 
losinq and acquiring colour, which commences previons1.v to 
the oils becoming perfectly dry, that varnibh preserves the 
colonr of the vehicle, probably by preventin: its f~r ther  dry-
ing and oxidation, n~lricll latter may in the end amount to 
that degree which constitutes combustion, and produces colour: 
indeed, i t  is an established f ~ c t  that oils attract oxygen SO 
powerfully as in many cases to hare spontaneous 
combustions and destructive fires. It is eminently conducive 
to good va~nishing, in all cases, that it should be performeci In 
fair xeather, mhatever varnish may be employed, and that a 
current of cold or ddmp air, which Lchills' or 'blooms' them, 
shoulcl be avoided. To escape the perplexities of varnish- 
ing, some hare rejrcted i t  altogether, contenting themselves 
with 'oiling out' bpreading a thin coat of oil, as already ex- 
plainecl] ;a practice which, by avoiding. an extreme, runs to 
its opposite, and subjects the mrorli to ultimate and irrecorer- 
able dulness and obscurity." 

Prom a ~ublished Repoyt  of  the Select Committee of the 
House of Commons, i t  appears in evidence, that very many 
pictures hare had a small proportion of oil mixed with the 
mastic varnish with a view to prevent blooming. The 
tice (long since discontinued) has been much deprecated, as oil 
varnish becomes very yellom, "can hardly ever be totally re. 
moved, and mill never afterwards admit but  of its contilludnCe; 
for varnish subsequently applied mithout the addition of the 
oil, mould cause the pictures to crack all over." 

"About the beginning of the present century," sa9dlr* 
Leslie, in his excellent Handbook, i t  mas not unfrequent 
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for the possessors of old pictures to have them toned, as it was 
called. The noble landscape by Rubens [containing a view of 
his 'Chbteau near JIechli~i'j, then the property of Sir George 
Beanmont [now in the Xational Gallery!, was saturated mit,h 
linseed oil, to prevent its scaling from its panel; and this was 
suffered to dry on its surface. There is, therefore, under 
the deep yellow coating that now corers it, a fi-esh ancl 
nat,ural picture-the picture Nubens left-and n-hich the 
world may never be permitted to see again. The St. 
Nicholas of Paul Veronese has been, happilyt relieved from 
the brown glaze, or oil, bestowed on it fort1 or f i f t ~  years ago ; 
but Seb:tstiitn del Pioinbo's Raising of Lnzaras remains under 
the graduillly-deepenin obhcurity it \Tas consigned to about 
the same tinie; ai~cl so do the large landmpe by Salrator 
Rosa, the Izndscape called 'Pliocian,' by Sicolo Pol~ssin, a i d  
others, which, taklng these as gi~idei, \\-ill eafily be discovered 
as involved in thr  s,ta?e misfortnne. Goldsmith, in the Ji'cnr 
of ?Fl;rkej$eld, telis us, what no doubt he hiin>t.lf had seen, 
that a would-be connoisseur in an auction-room 'after giving 
his opinion tliat the colourinK of a pictcre vas not n~ellom 
enongh, very Jeliberately took a brnsh n i th  bronn varnibll 
rhat was accidentally lying by, and robbed it over the piece 
mith great composure before the company, arid then aslced if 
he had not irnpioved the tints.' I hare myself seen a com- 
mon morlinian in an aoctioli-room sinear a thick coat of varnish 
over a fine picture, in the most hurried and careless manner, 
to make it look \yell at the sale; and I am sorry to say tliat 
evrn respectable dealers are apt to load mith varnish, to an 
i~ljurious degree, pictures they are ansious to sell." Picture-
purchasers should always be on their guard against highly- 
varnished paintings. Do we not say of everything meretri- 
cious, "Oh, it has been varnished over 2" Do we not talk of 
a "var~iished tale ?" 

CASTAS, PAXELS, ETC. 

THEmaterials, or snbjectiles, upon which paintings have been 
executed, have been very various. Besides wood and canvas, 



sill: (as in many or Guido's pictures), slate, stone, coltper, 
slabs of marble, kc., hare bee11 emplojed. Titian used 
various textures ; solnetimes merely fine Iiueu stretched, with- 
out any ;at other periods, very coarse Italian can- 
vas or, as Hnj-don calls it, "table-clotlis ;" and some of his 
l~iciures are painted on leather-for example, the "Loves of 
the Gods" at Elenheim. 

Caiirns is the n~aterial no~v in general use. It is kept in 
rolls of various m-idths and of three qualities-" plaiu cloth," 
'< I:oman," and " ticlceu." There is a series of regular por- 
trait sizes-as "head size," " three-quarttar," "Kit-Kat," 
"11r.lf-length," "~vllole-length," kc. We extract t l ~ e  Solloring 
account of the origin of the word Iiit-Iiat as applied to a 
piarticular portrait size, from the Cu,,iosities of Loizcioiz. 

"The Kit-Iiat Club was a society of thirty-nine 11oblemen 
and ge~>tle~l:en zealouslg attached to the Protestant succession 
in the IIouse of R a ~ ~ o r r r .  Tlie club is said to hare originated 
about 1700, in Shire-lane, Temple Bar, at  the h o ~ h r  of Chris-
topher l iat ,  a pastr~-cook, where the inenlbers dined : he ex-
celled ia nlaki~lg mutto~l-pier, al\i-a~s in the bill of bre, and 
called Kit-Iiats-hence the nanle of the society. Jacob 
Tonso~i, tlle bool;seller, \'as secretar!-. Among tile lllenibers 
\rei.e tlie llulies of Sorntrset, Richn~ond, Grafton, Dt.vollshire, 
and 3Iarlborough; and (after the accession of George I.) 
the Duke of S e ~ v c a ~ t l e  ; tlie Earls of Dorset, Saitderland, 
31anchester, 1Vha1 ton, and liingston ; Lords Halifax and 
Sonlers ; Sir ltobi~rt Walpole, Garth, Vanbrngh, Congrere, 
Granrille, Addison, ;IIayn\i-aring, Stepney, and IValbh. Ton-
soil had his o\vn and all their portraits painted by Sir G0dfi.e~ 
Kncller : each meniber gave hi111 his ; and, to suit tllc rooul,a 
shorter canvas TTas u.;ed (viz., 36 by 28 inches), but sufficie~ltl~ 
long to admit a hand, and still linown as the Kit-ICat size. 
The pictu~es, forty-two in number, were removed to Touson's 
seat at  Barnes Elmes, where lie built a handsonle roo111 for 
their reception. At his death, in l i36, Tonson left tlien~ to  
his great neplle\v, also an erni~~eut booliseller, ~vho died in 
l i 6 i .  The pictures were then removed to the house of his 
brother, at  Water-Oakley, uear JTT'indsor; and, on his death, 



to the house of Xr.  Raker, of Hertingfordbury, where they 
now remain."-p. 195. 

For sillall cabinet pictures, po~zelsof xvell-sea3oned maho- 
gany are Prei>aied. Oiled PC~JJL/.is serviceable fbr slcetclling, 
and trjing the effects of any worlr l~re\-ious to its connnence- 
merit. Acni?e,l,y 60ni.d is a tliill ~l~ilbodrd, 011 n41ich ~uost  
of the studies (Etty's, to wit) made at  the Academy are 
pinted. Jhlboccr-ds are thicher tl~ail the last, and are ~vell 
adapted h r  slietclling ill oil colours fronl nature. 

The Van EIcba and their follo\vers ill the Setherlands 
yaiited on panels, the solidity of wood being esseiltial to the 
durability of tints spread tl~inly, as ivere those of the older 
Flemish masters. Pictures by the T'enetian paii~ter in oil, 
GiorailiriBelli~li,are also executed in ~voorl; but t l ~ e  T'enetiat~ 
painters fro111 tlie first coinrnunly preikrred cloth, tlie oldest 
using it fine ill texture. This preference may have originated 
from the icno~r.ii intr~)duction illto Tenice of the tliiii German 
knlpem painting on cloth a l r cad~  described. The Venetian 
Giorgione, I~ower.er, like 11lai1~ artists of the period, was in 
the habit of p a i ~ i t i n ~  pailels for various articles of ori~ai~ienial 
furniture. In the Italian scliools generally, TI-bite popiar or 
chestnut !%-as eil~plo~ed. The Fleliiish selected oak, because 
seldolil injured by worllis, Ti7uod liable to throw out u~~c tuous  
eaudatioi~s, such as fir, is obviously unfit for tlie pcrpose. 
Several lxecautions \yere adopted by the old 111ajters to pre- 
vent the n~ood\varping or splitting, but tilile has s l i o n ~ ~  ~ r i t h  

little success, particularly in large pictures coilsistii~g fieces- 

sarily of several pieces. The best contrivance to preserve 

wood flat alld so1111d is to strengthen the back with ''battens," 

or ledges. For large (called by tlle Italians ictcole,
~ ~ o r l i s  

from taaoln, a tablec or table), the p l a ~ ~ k s  a
were joined by 
strong glue made froin the illsoluble parts of cheese, ~r.11ich 
has been prored to be far more po~rerfully adhesive tila11 the 
glue in ordinary use. The wood (probably chestnut) is alxvays 
SO thick in Iiaphael's a1tarpiecc.s as to be more properly 
eoncdered timbers than planks. Irl some large altar-pieces 
each separate plank has become slightly convex in front. 
This is distinctly observable in the "Transfiguration," by 

http:I~ower.er
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Raphael, and many hare supposed it to hare been caused by 
the heat of the altdr-candles; but there i.; little doubt 
that  heat, if sufficiently intense to have any effect, r o r ~ l d  pro-
duce the col~trarp appearance, by causing concare contraction. 
The explanation i, to be found in the paint with its "ground," 
which prevents the nood sh r in lhg  on the front. I t  would 
seem that this n3as understood by the Flemish painters, but 
not by the Italians. The former, apparently to equalize the 
tendency to warp on both sides, painted the back of the panel. 
The fact that this eontribntes to protect the mood from being 
worm-eaten, may, however. sngqest the original motive of the ' practic~. The oak panel on ~vhich is painted the principal 
specimen of Van EJcli in the Xntional Gallery, is protected 
in this n-'iy at the back by a composition of gesso, iize, and 
ton7, over which a coat of black oil paint n-as passed: the 
panel is, however, split. 

GROCSDS. 

UPOSnothing, perhaps, does the durability of a picture so 
much depend a* the qudlity of the qrcrund, or substratum, and 
its priming, or the preparatory couch of size or oil colour. TO 
the use of white lead in the priming is attributed, for es-
ample, the large cracks observable in many pictures other- 
wise in good preservation. The habitual use of a light or 
dark ground may also have a diverse influence, analogous to 
that we have traced to  painting in the open air or in a dark-
ened studio; the ~aiuter ,  on the first, being insensibly led to 
prefer a broad and bright, or, on the second, a dark, scenic, and 
partial chiaroscuro, The grounds employed by the first 011 
painters mere identical with those of tempera. The surface 
of the panel mas first ~reparecl with two or three coats of size; 
a layer of coarse gesso (gesso grosso) was then applied; and 
on this at  least eight layers of a finer description (gesso sotile) 
was spread ;and the surface mas finally carefully scraped, till, 

*. Richardson say., speaking of the St. Cecilla of Raphael, that the 

surface of the picture oppoalte the lidme of the candles on the dtS 

was "perfectly fned." 




in the words of Cennini, i t  mas as white as milk and as 
smooth as ivory. 

In the Italian school of the time of Raphael the grounds 
were generally composed of pipe-clay mined v i th  challi ;and 
such are decideclly the most durable. Claude frequently used 
&sinlilar composition ;and the consequence is, that we find the 

distances, and delicate p'tssages as ?!ear as the day they 
were painted. h'othing, indeed, is better established than 
that 11-liite grounds are in every Tray preferable. Sir Charles 
Eastlalie oherves (Goethe on Coioars,p. 381,  " the secret of 
Van EycB and his conteniporaries is always ass~u~ned to con- 
sist in the rel1i;le he employed ; bat a h r  more important 
conditisil of the splendour of colour of the wo~lis of those 
masters mas the careful preservation of internal light by 
painting thinly, but ultimately with great force, on 1%-hite 
grounds." It matters not, however, whether the brightness 
reside in the ground, or is reproduced at  any stage of the 
o r .  Thus, Titian frequently obtained the effect of lute di 
dent7.o (light within), so much extolled by the Italians, by 
painting with white opaque colour over the dark or red grounds 
he frequently employed, and then glazing over this opaque 
colour. 

The greatest demerit of dark grounds is, that they tend 
ultilnately to sho\v through and obscure the snperiinposed 
colour. Gaspar Poussio's grounds are of this description ; 
and there is little doubt that the examples of this master in 
the Rational Gallery are from this cause lomr and more 
gloomy in tone than was originally intended. Velasquez imd 
5Iurillo painted upon the red-earthy p~epara t ion~ with which 
the Spanish canvas has almost uniformly been charged. The 
Carlsacci, andtV.Vandevelde,likewise pdntedon a dark ground. 

Cmrases were prepared, in the earlier periods of the art, 
like the panels, with the distemper (size and plaster, or chalk) 
grounds we have described. Generally the pictures of Paul 
Veronese were painted upon cloths, with this coinposition 

spread: it mas necessary to take this precaution on
'anp& to prevent cracking, to which the ground was espe- 

liable if the picture was rolled up for the greater con- 
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venience of remo~al.  The thickness and comi~osition of the 
original ground Tvas, nloreorer, sul?ject, under all circum- 
stances, to be softened by moisture; and it ~ ~ o u l dbe obviously 
more so when 011 linen, through the back of wliich damp 
u-ould readily penetrate. Even in Italy, in certaill situaticns, 
the po~ous ~vllite poplar irlibibed sn&cient moisture to cause 
the destruction of sereral oil pi,:tnres nlentioned by T'asari. 

Tlie intention of 1)riming the !ground r i t h  size or oil is to 
prevent tile very rapid absorption of the colours, 31-liich 11-ould 
impede the free motion of the brush. The11 the ground is 
prepared with the power of partially abstracting the oil from 
the first lay of colour, it is called an " alxorbent " ground ; 
but if i t  has a " hard " or "oil-priming," it is ternird "non- 
absorbent." The gesso gound  has been generall~ supposed 
to hare been preferred, from its being absorbent ;but this r e  
sllall by-and-b-e prove to be a niistake. I n  Tenice, her-
ever, soilie artists used grounds possessed of tllis property. 

TIIE COLOCKS. 

Nucn lias been -mitten on the su5ject of colouring, alid vari- 
ous elaborate and fanciiill theories have been l~rupounded; 
but \ye fear that they are of very little use to the artiat, and 
xTould be of still less service to the general reader. B- prac-
tice a i d  observation, the sense of harnlony iu the association, 
a i d  fitness in the sequence of colours, mag be refined; juqt as 
by the same nlealls our perception of liarmo~iy in the combi- 
nation, and melody in the succession, of soulids may Le 
improTed. But nhat  is called an " eye for colour," is as 
mucll a natural gift as an " ear for music." It is not the 
p rodu~ t  of civilization, for savages are escellcllt colou~ists. 
h'or is i t  effected by climate, for the Dutch and ~leuiibh 
surlxts 'the French and Spanish. despiteThe Ellg!ijh ~~11001, 
our clouded skies, is essentially a colourist school. 'l'l~at 
altogether esceptiolial people, tile Chinese, are l>er!~aps tile 
best colourists in the world. The " eye for colour " is been 

to  gladden the cottage home as well as the palace. The 
simple rustic maidell frequently sets off her charms to far 
greater advantage thsn the lnost alistocratic beautg; andbe 

' 
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nosegay of native mild flowers is often arranged with 
better taste than the costly bouquet of exotics. 

The theory of colouring nlost reducible to practice is that 
of 31. Chevreul. This is founded not upon any supposed 
occ~lt properties of the colours themselves, but upon their 
demonstrative physiological effect upon the eye. The sight 

; 	 of colours is not so sin~ple an affair as might be supposed. 
The eye passes through certain successire stages \\bile ~ i c \ r -
ing a coloured object ; an effect due to the pl~~siolog.ical fact 
of tlie eye being consiructed for seeii~g ichite light; and thebe 
stages or conJitions of the eye give rise to various kinds of 
contiast. Thus, there are iiifluences at work which cause the 
colours rritli ~rliich the artist is painting, or those at ~rhich  
the spectator of a picture may hare been lollg gazing, to 
look differput from what they really are. Froiii a kno\~ledge 
of this fact the painter learns that to imitate liis model faith- 
fully he mi s t  copy it differentl~ from xvliat under such cir- 
cumstances it appeam to him. And this kno\vledge is also of -. 

the highest importance in a picture gallery, in order to make 
due allot%-ance for the mutual iiifluence resulting froin the 
jmtapoxition of diff'ering greatly in their general 
tone of colour. 

Light, Ive know, is resolvable into three primary coloura ; 
and the colour required with another colour to  form w7~ite 
light is called the conz11lenze~~tui-y of that colour. IVhenerer me 
look long at one particular colour, the eye gradually, but un- 
consciously, supplies its complen~entary colour. Tliix plieao- 
menon is the tou~ldatioii of 31. Cherreul's first great law of 
si~~zulfa?ieozrs Other larvs of coiitrast are successice,contrast. 
or ~ l t i r e d : there are liliewise contrasts of " tone;" but we 
must colitent oursel\,es with iildicating tlie direction of the 
researches of tile celebrated Frrncli chemist. 

As regards the properties of the material pigments \ve hare 
not lnuch to add liliely to be of service to otlirrs tlian artists 
towhat is said in otlier parts of this worli. It llluxt be re- 
marked, however, that the vehicic of oil and the ultimate 
v.arnishing has a very considerable effect ul)oli the preserra- 
tlonof certain colours. Some colours, for inataiice, arc afected 
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-
I colonrs. on the contrary, such,for a mow narticnln~. e ~ a m n i o  /

I I 

p a ~ e n tin the colour blue, that  the early oil painters nere 
induced to t r y  to  obviate i t  by various devices ; such as using 
essential oils, and sprinkling the colour ill a dry state on 
freshly-laid white paint. The yellowing effect of the oil is j
increased by the tendency some colours bave, in  certain cir- 
cumstances, to v h a t  is  called " sink-in," and leave a shining

IF surface fornled by the supernatant oil. This was so~lvht to 

i qnantities sufficient to leave a surf<~ce pleasant to work upon, 
'1  hilt dnll and unsllininp. final varni,hing became desirable. 

d that  the excelle~ce of the 

colouring in the vorks  of some of the " old masters " arose 
from their emploj ing colours with which we are unacquainted ; 
or  from their prepari~lg them i n  a vastly superior manner. 
So far from aosbessinv colours unkno~vn a t  t l i p  n r e ~ ~ n tday. I 
eligible ~ i p m e n t s  hare  been discorererl hv the moderns of I 

i u r s  from Bro~vn's :" and adds trnlv 
. . 

thnt.  "'if h e l i e s  I 

ed elselvhere, they spared 
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pains to obtain them of the best quality, considering i t  a 
moral reliqious obligation to do so, and also to prepare 
them sclupulous care arid atteution, in older to enzure 
the dtlrLibility of rvolks ~3hicIl represented all that the popular 

xexeltheless, t h e ~ e  appeals no sufficient evidence to prore 
that the lnore le>ptctable altists' ioiomnien of the present 
day illjule the beauty or influence the dnrabll~ty of the 
colours by ca~elesar~ess or dlJlionest~ in their prep,tration. 
The 'hiel fault lies m~t i l  the altists themselr es, \\ bo, fix the 

of procminx a nleletliclo~~s inch they know b r i~ l ld~ l~y ,  

vlll last only a fern jral- at most, and pelhaps only during 

<'the EXhi'int~on," sar-,ifice tlie Idbting efect of their norhs, 

and \vitE. it much of their fair f'ime. Turner nay  a most 

laqentable inscance of this: many of his fined effects have 

already c!;sappealecl, evaporated, d ~ i e d  up, and vanished; 

and nlany otheis ale being bpi~ited away in the broad glare 

of day or the thick gloonl of nlght-crumblirlg off in the 
dry, or becoming dalhened and obscnred in the damp. V'hat 
a satire up011 hunlan vanity seems now to be pointed by 
the Turner and Claude (nhich, accolding to the nibh of 
olir gleat master, are placed side by bide in tile Sational 
Gdlerj), owing almost ent~iely to the altcledf~ iq l i t f~~ l ly  
colour of the shy (chromate of lead) on the one, and the pure 
hmpldity presel ved in the other. 

The permanent colouls art: the earths and ochres and thoye 
minerd colourb \\ hich brar the test of fire and lime. Unfur-
tunatelj, the,e colouls, I\ it11 the exception of ult~amarine and 
one or two others, ale at first less blilhant and rnole d~fficult 
to aorh and mix to the req~usite hues than the fugitive 



DljIife. White-lead prepared with estrelne care ic: the 
only xrl~ite pigment used in oil. 

I Y e l l o ~ c .The ochres are the most pernianent ye l lo~s ,  and 
mere chieflj relied upon by the old master.; for the f e ~ h .  Iroll B1t , 	 is the lxincipal colouring matter in them all. Otller ~ellons J 

are ljreljared from arsenic, lead, and vegetable substances. 1 
Some of these bei ng tran~parent,vere glazed or-er blue to 
produce a green ;bu t  they h a ~ e  frequently turnetl black. This F 
is the canse of the heavy greens n-e see In some Italian pic- t 

tures Other yello\~-s used in this nay have fbded, leariiiX 1 
I 

the blue plants and ir-y, so obqeirable someti~nes ill Dutch 
pictures. The extreule ricllness and glow of the lironn3 of 
Riibens has been attributed, not to tlie use of an1 paiticular 
broxvi-il raith, but to the addition of a transparent J-ellom. 

B t d .  Iron is the great colonring principle of led in 
naturc. 'Vermiliu~r: this celebrated red is found in a native 
state (then called cinnabar), and produced artificially. The 
Chineie po.sess a native cinnabar so pure as  to require g~iud- 

.o become perfect vermilion. ITermilion ih ail ancient 
The art ificial n-as called in early 11ISS. "miniurn," a I 

term non- confined to red-lead. The word vermiliui~, in its 
older for111, rer~~ticulus,  referred formerly to the insect called 
lierilles b ~ -  the JIcors, xvllic11 filruished the colour and :lame 
of crilllson (Eernzesilzo, crei?~dsimj. Rubelis used tliis colour 
with remarliable boldness in the flesh, par:icnlarly the 
reflections. 

Lalie is a name (derived fiom the Inc, or laccn, of India) 
co111n1o11 to a rariety of red (and a few other coluured pig 
malt>) ot ' great hi w t - ,  l~repdred for the most liart by pre. 
eipitating; coloured tiiictu~es of djeiilg drugs upon nluliiiue Iand o t h ~  earths. They are nearly a11 fugitive, Sir Joshua 
Re!-nolds, in his early pictures, used tllenl free!\- in tile flesh, 
and to heiglltcn tlie lips; and to this is refera!di. the pale, 1fadid cr,rnntions of lnaiiy of his female portraits. Tllc common 
lalie is 1 froin Brazil ~vood. The finer Inlies are 
prelxl~ed .inex], f<erl:les or grana, lac, :$ id  rubric or 
madder. or grana (called grain froln tile I 
matericil), are the dead Lod:es of the female iliscct of the I 
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27.5THE COLOURS. 

Coccus ilicis, ~vhicll lives upo11 the  leaves of the  prickly oak. 
Tile c,~lour obtained fi.om then1 as the purple and acarlet 
Ge* Iino\~li from tile time of JIoses. Tile cochineal insect 
is ljroduc.ed on diff krent species of cactus. Tlie colours (scarlet, 
clil~lson, a i d  c;irmi:le or rouge) xvhich it supplies are ex-
treillely beautif~~l ,  Tlicsc colours \rere 1111-but not  durable. 
]ino\ril before the coilquest of 3Icsico : tlie Spaui;trds learnt, 
tlie mrthod oftheir  extractioil fro111 tile Alilericail aborigines. 
The preparatio~~ of colours Srt~ill the madder-plant appears t o  
have been l ino i~n  by the xvrikers of the early treatises on 
painting, yet for some two centu~ies I\-e ha\-e no written 
traces of it. 3Iadder is, 1io11-ever, stated to  hare been used 
bg. tlie great Te11c:i:ia painters. I n  our o\an time ililproved 
lllrthods of prri,aring ii.olii madder rnrioos beautiful rose-
tints of estrelne transparency hare  bceii introduced. These 
euioura nut! of especial value to the pi~inter in  \\-ater-coiours, 
ail(! they have tlie reco~i~wenilation of being d ~ ~ r a b l e .  

Blue. Blue alone po.Gsesaes entirely tlie quality teclini~ally 
called coldness in paintilrg : yelloivs a r ~ d  reds partaking liiore 
or leas of the opposite qualitj- of ~c.rr~.;irth.Ultramarine (blue), 
or azure, is the most dcier\-edly celebrated, and tlie c ~ o s t  
perfect of all m o d e r ~ ~  ; aiid, from i ts  nalce and ~~igmei i t s  

properties, is probably tlie saliie as tlie no less celeLrated 

Arnieiian blue, or Cy;ciius, of t!le ancieiits. It is  prepared 

from the lapis lazuli, a precious stone found p r i i ~ c i p a l l ~  
in 
Persia aild Siberia. It furnislics lie most beautiful pearly 
atmospheric greys in  flesh painti1 g. Gltralliarilie has ai~vays 
been occas;onally abed in paiiiting ; at  least from tlie thirteenth 
celitury. It xvas so liigllly esteemed that, in the early periods 
of art-liistory, it \\-as frequently the subject of a particular 
stipulation in contracts. Citrn~n:~rine,and also the gold, 

* "piers Plorx-man (~vhoee TBion is supposed to  11al.e been tvritten 
in l ~ ~ c ~ ! .in de.cribin,o the drea; of a lady ricllly clad, says, that l ~ e r  
"be of ' tcarlet in grain,' that  is, acarlet dyed \,.ith grann, t h e  

alld mas: durable red dye. The import of the ir-ords ' in grain' 
n-a' aftern-ards changed, and tlie term \ras apl~lied generally to all  
coloura x~ith n liich cloths are dyed which r e r e  considered to  be per-
Inaanent; sense is still used."-JIrs. Xerrifield's A?zc i t~~tin this it 
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were generally supplied h - the person ordered the pictore. 
but in some cases the artiat himself sopplied it. I t  was con- 
sidered an act of crimiual dishoriesty for the painters of 
early Italian frescoes in particnlar. to elnploy any colours but 
those of t!le be3t qnality ; and this applied-on accoilnt of its 
extremely high price-n~ost eq~eciallyto  u1trunlar;ne. if it 
hncl been a~reccl  that tint colour slion!d be ~isecl. I n  the 
statirtes of t!is painters' guilds i t  was provided that fines 
shooli! be impo3cd for every offence of this  ltin~l. Cenni~i 
in:i.;ts upon the use of qor)il colonrs as a religious ohliption, 
a116 ::lost especit~l i~ If tlie paintcr, in portraying the Virgin. 
lic clcclares, he even unr1crp:rid for his ~\-~r!i .  God and our 
Lael\- ~ i i l  rc>compe~~se soul and the body. hi111 in tlie iln 
anecclote i-:toicl of I'ietro Perrrgino, who, ~vlien \v:itched hy a 
stinzy abbot, for ~vhc~sc he painting a fresco,cony:ciit was 
lest he ?.honl<d steal t?le ~~!t!ci~na?ine, cotlti~nrally \v::sh?d his 
brus!ies. ant1 aql;t.cl tbr fresh snyylies of the p i p e n t .  At the 
end of the daj-, exhiiiiti~l; thc deposit that  hsd accomulcted 
at  the Lotto~n of the barin, lit. ri'nior1;rd that, h:td he clesii.:J 
to  cheat his einployera. lle ahonld here had no clifEcultj- iii 
arcompli.;l~i~ighis purpose. 31x11,~noble fsescc~e~ !lave been 
a!r~-,o.t entirely cl~*troyecl b- gwecly priests and friars for tlie 
sake of their u1tran:arine and %old. 

Copper .;ilpplies a nunher  of bcautifnl blnes. C'obdt is n 

n a n ~ eno\\- :appliccl to t!~e modern ilnprovet? blue prcpared ~vith 
lnetallic cobalt, or its oridri. Prilssia~i blue talies it. name 
from the country rvllere i t  \va.; discovered by accident, in 
1iO-I. TYe Ilarcx spo!ieu of the. devices adopted by painters to 
prevent the oil inli):nrting a greenixll hue to their hlnw. To 
tllese mag be adtlt,il that  of Paul  Verorlcse, w l ~ o  painted his 
blnes in clisfcmper, a r ~ d  ait+,r\\-ard.; varnished theni. 

Pellom, Red, and Blue cannot be composed, and are hence 
rnl!eiipri~ncrr,y colours. The union of tn-o of these, in  tile 
tllree combinatior~s of which alone they admit, produces 
necondcrry colcurs. Thus the mixture of r-elIouv ant1 red gives 
Oraugc.; red a l ~ d  blne, Purl,le ; blue and Seilow, Green. c! 
tr;\marine is the o~i ly  pure prinlary colour; the finer spec" 
l;ie1la !iaving neither a tinge of green on the o~1e hand nor 
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p:~rple on the other. Purple  is a term frequently employed 
very indefinitely; for example, r e  talk of "plr lple  hills" 
~vhen we inay 111ean blue, and  " 11nperial 21/riple," wlirn we 
nleali red, srarict, or crimson. The  lnisture of tn-o secondary 
colours s~~~ 'cea>ive ly  pr0~111cea the tei.ticci.iesCitl.iilc, Olive, and  
Pinsset. Tliese colours, fbr the 111ost l:a:.t, are iiuo\v?l as- 

L), .OZC~TS.Asphaltum, or bi t~~:t :en,  is a species of pitch or 
mineral oil 6olidific.d. Bitumen is co!lected on tl:e sllrtltce of 
tile lalie Aapli;~ltites (tile Dead Sea), and is called " J e ~ v s '  
'itch;" iint thcre are several iiilids of r.ri~lia1tuii~ and Litu-
minous earths used in the  a ~ t s .  T h e  polver and int?nhitj- of 
asph;llturn, when e n ~ p l o y ~ ~ i l  rentler itsfir  glazing ~ h : l c l o \ ~ ~ ,  
use very tewptiug. To  its use, Ilonerer, is attributed the 
ioiiiin~eral~lecrac!is ;uid c.onitiiiltly \viclening gahlles in the  
u ~ ~ r l iof Sir Joqh~la  Rc.yriolds, X7;ii1iie: a i ~ d50 111o11y other 
E11gIisll ziiists. S - ~ ~ h a l t ~ ~ n lis, tlieretbre, :lo\\- xe~lv:.allj- dis- 
cnr2rcl. And yet i t  11-ould appear that  the nli.cliiet' nlnst 
liave arken partly from ilnpure or  aclulier,ttecl speciinens 
havin; 1iet.n cbo>cu, or from au,:;v n~iztalie in tlieir1)repardtion 
or use, for it is certain tha t  tlri. l~i;.~licnt was used bg t h e  old 
masters of el-ery school and climate. 

J-a~ld~-lieIli~o~vn-a piaiiieiit l:nr?,lj- less celrbrated than the 
great painter, \vhoae n:anir i t  Lt.;lra-is a species of peat or  
bog enrtllof a fine, Jeep, semi-transparent Lrolvn co1::ur. J I r .  
Field says, that  " the pigmer~t  so much esteeniecl ant1 used by 
T7&nndj-lieis said to  have been hrol~glit from Cassel; and this  
seenis to be justified bJ- a comyarisou of Cacs.scl-eirrth x i t h  t h e  
hronns of liis pictures. The  Vandyke liro\v~xs in use a t  pre- 
sent appear to be terrene pigments of a siii~ilar kind, purified 
by grinding and \vashing over." 

PBOCLSSEB A S D  JI.1SIPCLATIOSY 

Glu-ing. A glaze is a. fi!m of transparent colonr which . . 
15 in general so clear as  t o  have the  effect, when spread, of a 
sheet of tinted glass held before the picture. All co~ours  
"hich, when mixed ~vitil  s ~ ~ i t a b l e  vehicle, are transpnri.lrt, are 
t"nled g1azillg colours. " I11 corlsidrring simply \vhat con- 

Q :! 
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stitutes the true manner of each school. aud of the screral 
masters, so far as regards iilerely their techiiical process, n-e 
perceive that the entire code nlay Le redriced to t ~ o  l~oints, 

Glazing furn:s a distinct series of tints, ~ri thout nllich it is 
itl~possible to represent tmiispartlit objects. IZy it s11adoli.s 
are strengthened, a ~ i d  warmti1 or coldncss siren to their liue; 
by it also lights tha t  a1.e ni~duly ob:ru>ir-e are subdued, or 
additional colour and tone given to tllose that are deficient in 
force and ric.11111.s~. Thc process of glazi~ig \re have observed 
is gener:illy ezectect by the apl~lic.ation of' diluted transpareut 
colour ; but occasio~ially sen~i-transpalent colonrs are usd, 
\rllen re~lderecl sufficiently tranleparent by the adlnisture of a 
large proportion of rt,llicle. Such glazings are usef'lil to 
mod if^- parts of the picture or produce particulnr effects, such 
as rei2resentations of smolie, dust, lniatx, and the like. Glazing, 
x~hen used illjndiciou~ll- c'r in exerss, produces that " Iion~f 
uniform dullless of surface ancl ' ' l e ; l the~~"discoloration SO 

otiensive to the eye, ~vi~ic.11 was the comn:on cha- till recrntl!. 
r;~cteristic of tlie nlodern C'ontillental schoola. 

I~npn.sti??g to kne:~d, corer with pla~ter)is (It:;]. i,?~pasf(ji.e, 
tile c;pl'os~te of g-lazing. Tlie s!~:~dolrs or dark l~cr t io~~s  of 
;! picture are tliinlg and transpare:~tly painted, but the ligllts 
;Ire '' solidly" pniilted with opaqne coiour-that is to say, 
~ ~ i t hcololir nlixed more or less with ~rllite. Impasting gives 
" testnre" and " surface." I n  the foreground, and in parts 
not intended to " retire," the "impasto" should be bold; but 
in tlie n:ore brilliant lights it can scarcely be " loaded" too 
lnucll. T!:is loadirlg of tliicli masses of colour up011 the 

JIerrimbe on l'ai,iti~rg. 



picture, so as t o  m;llie tlle111 l~:cji-ct considerably from the  
surface, is done with a \-iew t o  their  br inq stro1;gly ill=- 
rniunted by liglit iinpinging oil these proi~liuences, ;u:d tllns 
lll~~llanic:~llyt o  aid in  tlie li~odueiion of roliildness 2nd 
relillf; or to  give a s1):i~?ilii~geiLct to  polisl-led oljects or 

Keyliolds greatly adniired alld illiitated 
the gem-!ilie iiiipasto and textural ricl~ness of tllc old lil:l.;ters, 
colllpari~b.i ts  aplitarance to  c11ee-e oi. croaiil. Tllcre is, 1101~- 
ever, s reasonable liiiiit to  tile practice ot' loading: ior actual 
protubPra~~ce-;of solicl p a i i ~ t  will in certaia 1i;llt.c. project a fillse 
sllaJol\-, alld tlierekjri. ;ive an unna t l~ra l  effect. T l ~ r s e  pro- 
tuberances also prodi~ce a cokkrzr and vulgar air, rind dri'eat their 
011.11 cl>ji-ctby a E o ~ . d i i l ~ill t i i t .  i i~rqnalitiesa lodg~nc.nt for dirt 

r a ~ i > h ,n.11ich ;cpl,e:tr the 111o~e cons1)icuous fi,r occurring 
in niiat slrould be tile hr igl~test  slid inoht un.;~illieS p:~ssagea. 

Pictures in oil, as in temper;^, may, of' c.ol.rse, Le flrin!y 
painted th ro i~g l iuu t~  or they n!a- Le cseclitcd ~ v i t h  a eel:-
sidrralle bod1 of colour ; impasto is therefore in all cases re- 
latire and coniparatire. B u t  a picture, especially if oil clotll, 

is, 8 s  niiij- be supposed, nlore liable t o  ch:inge, \v11e11 thitily 

painted, fro111 t l ~ e  etitcts of air, cl~iii111, and dust, on both 

sides. Thin painting wirs very genetally preterrrd i n  tlie 

earl. F l e ~ ~ ~ i s l i  l~ictures so executed are cal- 
school ; Lnt t1l:lt 
cu1;iked to retain their freshness ~ n n c h  longer 011 pale1 tlrail 
on ciotli, the folio\viitg may be considered t o  prove, if it \\.ere 
not in itself a p p a r n ~ t .  I n  tl~inl?. 11:iinted oil pictures, \;.l:ic!~ 

not been lined, the colours are soinetinies in a re ry  per- 
ceptibly better a h t r .  of preserration \\-here tl:e bars of tlie 
stretching-frame behind afford a greater to tlie 
clotl~, the better condition o!' the  ~ u r f a c e  freqnerrtly cor-
revoudi!lg esactlS ~ r i t h  the for111 of tlie \rood-t~orii.  A n d  
"!lell t!le ~ i c t u i e  is r a r n i ~ h e d ,  the portions t l ~ u s  protected 
''bca? out," nliile t l ~ c  rest of the pictilre becoillea col~ipara- 
their dead. 

Srui i~ lr l i i z~resemb!es in  tha t  a thin coat is sl)read 
l i ~ l d ! ~  the \ ~ - o r i ~ ;  transparentcrer but opaque instead of 
%lour is e i l~p lc~ed .  It is used to modify certain portions of 
a picture \I-hich may require t o  be rendered cooler, SreFer, :;uL 
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less definite ; and i t  gives air and distance to objects whicIl 
seen1 too near. Ail excess of' scun~blingproduces a " smoliJ-" 
appearunce. After a time the scunible pnrti:111y sinlis into the 
colour over ~r-hic11 i t  is laid, and this is calculated npolt by 
portrait painters to procluce some very charruinX eifrcts. 
Tiius a pearly grey passed over a carriation will ultin~atrly 
permit tile warm colour to ahorr through, jnst as the blood 
binshes beneath the semi-trauiparent nl~il downy epideniiis. 
TVheii colour is spread t i~inly and rapidly, it is occnsio!ially 
said to be " clriren." 

Dt;y Touchi~iy,or Di.c/ggiiig, is tlta addition, 1rlie11 the pic- 
ture. is dry and in otlier respects finislled, of a i t w  i>:ctiiery 
touches, on lights \~ l i i ch  have buficient testure tlj retain the 
colour only on the projecting 11oirlts. By this pl.oc.ess kpirit is 
communicated, but its abuse produces what is tei-lil~icai!.~ called. 
" nlealiness," tile coloura apl~e~tring as if sprinliled rr-ith me;tl. 

The  Detrd-colouriny is  tlie first or preparatory painti~~g, 
and is so ter~aecl because the colours are laid colcl ;ind pale to 
admit of t!ie after-paiutinga, ivhicl~ gradually enl'urce the 
eirect, establish tlic character, or elirililtate tlie t.xpre-.ion; 
and tile final glazinga, whicil i i l l p ~ r t  the full \~arnit!i allcl 
aniination of colour. The first painting of sonle of the o!d 
masters \\,as rilore properly spe:ll;irig "priming," as u!iiie~.-
stood by house painters ; thus, flesh colonr \\--as ill t l ~ e  li:d 
instance primed rritli a full deep green, and parts intwilcd to 
EP green were laid in wit11 n reddish colour. \Vlieii tlie l~;iint- 
ing of a picture is divided for conrenience into certain st~pges, 
they are sometimes called the first, second, tl~ircl l~aintilig~, 
and so forth. 

On couipnril~g tile different modes of painting, the >iliil~le'-t 
are decidedlr tlie niost durable. 3Ir. Leslie sajs, " it is eri- 
dent that by nmthocls extremely siniple niany of t he  great 
colourists have proclucecl tlieir finest ~vorks, and among tlleje 
,nap be named Titian liimself. I llave see11 esqilisitci~ 
colourcscl pictures Ly J a n  Steen, as perfect in their s-L~rf'acc 
and as free from the slightest change as if they \rere paillted 
but yesterday, evidently from the use of virgin tints on]\; 
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tints not producecl either by glazing or  scunibiing. Alid tlie 
same simple n l ~ t h u d  seenis to  have been the gelieral practice 
of Paul Teronesc~. S o t  tha t  tran3parent colours were ex. 
clodrd, but tliat a thin fililly ~cet l iod of obtaini i~g the  tints 
nas :~roided." W e  niay acld tliat J I r .  Leblie has illustrated 
his opinion in his practice: nlost of Ilia nurrierous ~vurks  in  
the Sheepshanks' collection are i.sccuted in the nlaiiller he 
lias eulogized. 

We hare already exl)l:iilied tlie nletliod of t~~nizsfi/.r.iilgby 
tracing or calliing. I11 colsyiizg, when the  copy has to be 
made larger or s~ilaller than  tile original, tile reduction or 
diminution is Geqnentlg effected by a scale of reticulation, 
the squares being p r ~ p o r t i o n u t e i ~  Sonie of large1 or smaller. 
the dia~vings of Itapliael are coverecl \!it11 scjul;?e;. 

JIc[;zillii,g is rhat part of the ciecliaiii~al " execution," or 
"mariipnlation," of a picture !vliic!i r l l ~ i b i t s  tlie pencilling or 
play ofthe brush, and is riioht ehse~;tia! iii tile foregrou~id rrpre-
sentation of the dift'erent te.;:urc.s of ol~jects, snch as foliage, 
wood, m:.,:er, kc. The firjt principle, in tlie application of paint, 
is to avoid c~iriecessarily n~ ix ing ,  or, as i t  is callccl, " troubling," 
6' ~addcn in~ ,". or " tormen:i~ig " tlie tints : tlie i~ievitable con-
sequence oi' neglecting this precaution being a spiritless eKect, 
a n-as1 surface, slid ~liuddiriebsof co!our. \Then these de- 
fects are avoided, the touches are bold and distinct, the pe- 
culiar idiosyllcras~ of the artist is indicated, and liis l~art icu-  
lar l~andling is as certainly recogiiisable as is alillust every 
person's liailcl\rriting. This individual character constitutes 
" st)-le;" but tile abuse of facility ut' liaiiclling degenerates 
illto "nianncr," as a liand\vriting nnlay fiee and o r n a ~ n e ~ ~ t a l  
be merely a veliicie for noliaeiise. "AIaiiner " takes refuge 
In generalizations a ~ i d  iile;tls, nliicli are not the product of 
indeperidellt and original thouRlit, hilt the convenient screens 
for want of obberr:\tiun and hasty executiou. Pre-Rawliaelis~n. 
thougll oljeii to  the cliarge of man~lcr i>m, \\.as a revulsion and 
protest against tile umila~~l~conx-entio~lal isn~si~ltowhiclia por- 
tionof the English s c h o ~ l  liad fallen. Tile w-a:it of character i n  
the foliage of Gaspar Poussin and Gainsborough we m q  select 
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as in,tances of n ~ a n n e r i i ~ n .  The various styles and mannelq 
of artists e n a b l ~  us to disc.riminate an original painting frorn 
a copr. "Erery toucll of a g r e ~ t  artist on the leadill: 

~ 

point>-	 * 

of any object i; a separate thoug1it. A copyist, not being in- !
' spired by original thinking, cannot g i re  to his cliisel or ~encil 

t l ~ a t  air of the touch accornpal:j-il:g the tbougl~ t  ~~~11icI1 an 
original ~ ~ o r l ;  a l s a - s  has."-(IZ~y7on.) Some p a i n t ~ r s  are, 1 
homerer. naturallr deficient ill tlle freedom of hand wllich 1 

I 
give; indiricluality. The execution of Leo~iarJo da Vinci is 
very I~boured,  and i t  is rc1atc.d illat liis Ilanci shoo!< so nlucll 
on setting to war!; tli::t lie coi~ld not paint for some tin~e. In 
truth,  nothi l~g is more ti.e:tcherous than the power of ral~idlv -	 A . 


placing co~lvention:tl licrs and touches ; yet tliis is often all 
that  is taught  by ordinary "d r a ~ r i n g  ~riasters." "Cut," as!is 
J l r .  Burnet, in his &lt[cafio,z of the Zye, " lr11at I\-ould be 
thousbt  of n cl~ild wllo h:d 11::en tau& to run over the kers 

u 

of a ~ianoforte without any defii~ite nle:lning?" 
Xererthelesa, style is ;in elevating attribute of art, wllicli in 

sollle measure compensates for her inability to represcilt the 
infinity of nature. Style is a h ig l~ ly  snggestire epitome; 
nla~lner is a pl:~,lisible lint elnptv s ~ m b o l .  At the same tiilie it 
n l u ~ t  be re~uembered that  tile ilieaning of tile IT-ord " sq:e1' 
is frequently indt.fiilite, and ' c l ~ ~ a ~ ~ n e r  " is often coiivertille 
with " st-le." Thus we often speak of the diffi>rent descrip- 
tions or modes of painting as so niaiiy styles; and l r t r r e  tall; 
of the first, second. and third ~llal:ner of R a ~ ~ h a e l .  The smooth 1 

11 	 painting is lesq zpt  to be manl~ered than"!oadinX," j r t  the 1 
latter is far more stiiuul;1ting to the imagination; and this 
was pobably the re:csort n-11y it nns  aclopted by tlie J t a l i a ~  1 
who wcre in thcir conctptions f,lr above the mechanicdl un-
ilna:in:~tire Dutch. Again, " in the unfini\lled dmnill," tl - -	 I 
chance strolies are evidentlJ- intcnded to play their p u t  iiiihe 
eff'ect. Ii; t l ~ e  ~ r o r l i  [that is obviously; hastiiy I 
mhaterer appears wrong is w r y  readily constrtied illto a 
lapsus peuim. But tlie uniini\lied s1ietc.h derives its 
ci l~almerit from the  fancy of the ohserrer . . . So~ileof I 
the appearances of nature, sncll as  gleams of light, and gentle 
gradations of skx and cloud, arc so vague and so indeterminate I 
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in their character, a s  to  adillit of frec1uellt aid. even a i r i i ; i ~ : ~  
illstailces of resemblance SI-om parely accidental causes."* 

111 the tvorlts of' soiile artists 1vl1o liare elljoyed pol~~ilarity 
a e  find a breadth of handling, appxea t ly  ~ ~ t r . ~ r l y  ol~lirions of 
form, aiid as incompiel~ensible as so lil:tn\- cllai~ce blot; ;111tl 

blurs J V ~ I C I ~  of the general oie\rec! near ; yet, on-in,- to  t!le t:uth 
effect, a i d  the \voi~derful polver of our binocular vision-?o 

1 beautifull\- illustrated ill the  stcrroscope-assun~e a t  tlic proper 
S diqtancr a startling appearance ot' reality. ttimoht of relief. 
11 Bat such artists are often betrayed iuto nlaliing their pictures 
I1 merely colourcd hints, too sliglltly i~rdii.atire of' natural fhcts. 

The?- con!;erjuently acclnir? m e a i ~ i i l ~  only in proportion to  the 
t d e p e  of lino\vledge and r i r idncss  of' iii~agiilatioli of the  
d spectator. This, talcin; t h e  s:,ect:;t,,r, as i t  weye, into part- 
le nership, h o ~ ~ e v e r ,  andvery su!,:!~ 11):irtesshis ai izo l l r . -~~ i .o~ , .<  


S hence the frequent n:?ec.t:iti.un of preteitding t o  see inore i n  

si~c!~l ~ e r f ~ ~ r m a i ~ c e s  \Vlio has :lot, in a
tlrall there rc:rlly is. 

!I1 si~iiil~trxlanner, ailllised 1;im~el:' I)\- i,~a!riiig out  oljc,cts a1.d 
le "faces in the f i re?" JVllo h?.; 11ot felt r u i : ~  a t  dzc ipher i~~g  
,. a ha:!dn.ri~i~j~ I t  liinst never 1 ~ e  not le;.il~!e to  otlier.? for-
it gotten, lio\vt.\.er, t l ~ s t  ?lie h a i ~ i l \ v r i t i n ~  is >lone the  better ibr 

beicg illegible. 
de An exc:>s of'handliil; is, r:loreorei., an eride~ice of bad taste. 
p- What is callecl " xpirit<d c::ecutioil," carried throu,rrliout a 
lk picture, is lilie the  cat d r ~ i l l  a i ~ d  trumpet i11 full play al l  
th t!l~0~-1~11 l~erforma~:ce.a 11111si~~l I11 tlie t!~iiily painted \i,orlis 
be of Teuirrs ~ v e  see, pe~i::,ps, the  1inppie?;t ul~ioii of hard and 
is soft mar!:iiigs. The style %-ill, bo\\-ever, y a y - ,  accordill:. a s  

13, the ~1l.hjl'ct is g ra rc  or  g3y5li\-e!- or severe. 
n- Rt~ynoidstails execation, rer:,. ;iiieI>-, tile ge!iius of mec!ln- 
11: nicd perforl~iance." '(Ye:," sc7.y~he, '.h e  t h a t  does not  ex- 

lie press ~art icnlars  esyrcsses ~ lo t l~ ing . "  This leads us to  the  

ed, 'estd quesCio11 of tlie de;.rei. of j t z i s f i  proper to  a \rorli of a r t  ; 


a "id the great probleill of tlie llnioil of breadth and finislr. 

iu. 	 The degree of finish \\,ill be rezulatcd by the  s i z ~  of. tlre pic- 

of tur% tile ~ ia tu re  of tlie t!:eme, the  eliaraiter of the object 

tle 

ate 	 * Twining's ~~!tilos?l;,'tyoj*Paiat;~tg. 
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imitated, and, above all, by tlie distatlce a t  ~vhich the repre- 
sent;~tion should properly be rie\ved. True finish cloes not 
consist in any liind of smoothness, nor in minute detail, hut 
ill the cou~plete esl)re>sion of c1:::racter. And tilere is a 
legitimate cliarm in  the nse of apparently inadeqliate Iceans, 
provided the effect is entire!y satisfactory u p o ~ ~  leiigthe~ied 
examiriation. 

"There are,"says IEagc!on, " in all objects great characteristic 
distinctions that  press on tlie senses and aKect the iniagina- 
tion ; t!iese the ma1 of cornprellension vie~vs see;, transfers, 
ancl hits ofi' by toiiches, learing tlie aggregate of useless pnrti- 
culars to tlie iniaginatiori of the spectator: wl~ile the lu-n of 
narrow nnclerstnnding d\vrlls oulY on the  aggregate of 1):irti- 
culars, cleceiving himself that  the  leading poiilts \rill colue. 
Kerer  was a greatcr delc:>ion. . . . Pair~tingis an optical 
delr~sion, acting on tl~tr e ~ - e  tliro~l,-li the medium of at~no- 
sphere, 1v11ii.h softens, tlatteiis, ailcl nuites the pores of surfaces. 
I n  loohing into the face of tlie greatest beauty, it is anything 
but  snro:)ih ; Lut at the s i ren  distance, the pores of the sliin 
are uniteil, and the aliin li,ts the locik of the polislied pearl- 
like cheek, soft, tencler, auci L<antiihl. Ivory is the reverse 
of flesh-it is smooth near, but  harcl at  a clistancr : the 
at~nospl~erehas to 011, therel'ore thc invisibler i o t l r i ~ l ~  act 
pores are rt~rrclered still more invisibie, and the effect is one 
of a smoothliard~~ess ; while slcin, having somethiug for atmo- 
sphere, lias the real 1001; of so!'tness. Vancler\vert; Ilrliner, 
31enys, and Daviil are instances of this laboured sruonthneer, 
looliifig angtliing but  fresh, on tlic above pri~iciple. One of 
the greatest eviclences of genius is the use, more or less, a 
luan mul;rs of atmo-pl~ere. X power of calculating the efict 
of atliiosphere is orit. of the gre;~t  attendants of tlie highest 
genius. I t  was the characteristic of Phidias in ~ ~ 1 1 1 ~  

ture;  and llichael Xngelo, Titian, Rlibens, arrd others in 
prtintilig. . . . I n  Rernbra~ldt and Reynolds surface is too 
artificial : in Rnl,ens i t  does not pl.edonlinate ; but in Titin* 
it is pei.fbction ; unobtrusive, but existing-relisl~illg, hut  re' 
tiring. There i t  is, nobody knows h o v ;  but take it from 
Titian, lialf the c h a m  goes vi t l l  it ; and yet i t  is hardlf 
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perceired except by i ts  conserluences."" "The touclrers- 
J~ ic l ia t l - i~~~t? lo ,Rapliael in his cartoons, l'itian, Bartolommeo, 
Giorgioire, Tilito~etto, Veronese, Rubella, Velasquez, Daricl 
Te:lirra, Re~l:bra~rclt, Re>-nolds, \\'ilson, TVilltie, Gainsbo-
yonr1l, Y;ttidy!te, ?.re the great rntlen \\-Iio llad discovered tl:e 
optical priiiciples of iilritating nature to convey thought. The 
polishers ar? the little men who did not see a \\-hole a t  a time, 
hut only parts of a u.llole, and thus rairily essayed to make 
up tlie \vlrole by a aniootlr union of parts."? To these graphic 
passages we way aclcl, that  t l~ere  are lilany phenomena in 
nature, as a storm, \vliit:h it is i~iqposiib!e to represent other- 
nise tlian ~ n g ~ e b t i r e l y .  Airiung tlre rnnsters ~:iost remarkable 
for preci-ion or rapidity of liaiiclliiig are Xubens, Ti~itc,retto, 
Teniers, and Te!anluez. E L I ~ P I : ~pa.inted his very celebrated 
morli, tile" Descent ii,o:r~ tile Crosi," in ~ i i ~ i e  The change da-s.  
frorn Lronnrdo dn Vinci to Ti'clan JTas great; but the r;ipid and 
dexteror~smuvements of 1:nbens' pencil rel~clered near!y every- 
thing apprcntl!- stictioiiar.; that  liad preceded llirn. '.Rubens," 
saysSir Jobllun Reynolds, "was, pc-rliap~, +lie greatest master 
in tlie mechanical part of the art, the best a.orlinian \\.it11 his 
tools tliat evex eserci>ecl a pencil." Tintoretto, fi.0111 tlie 
rapidity of his execution, received the nicl;nanle of 1 2  Eio~'oso; 
Sebastiano dc.1 Pionibo said, that  Tintoretto could p:~int as 
much in two days as \vould occopy liiul two years. JIengs, 
speaking of a picture Gy Telasquez, executed in liis h t t e r  
style, says that 11e appears to hare  painted it with his will 
only, ~vitliout tlie aid of liis haiicl. Of the iniportant bra~iclies 
of execution, sfippliny and hatciliity, we havealready treated 
in t!ie articie on Tenrpera. 

fe5~- rrmarhs on tile distribution and care of paintings, 
and on pictnre-cleaning and restoring, are offered in the 
appendix, Xote G. 

1. OIL PAISTISG PRlClIBED BEFORE THE V A S  ETCIiS. 

P~OBABLTevery perloll nlio 5ees for tlie first time a 1)icture 
b~ Van Eycli, if ilot at  ;ill snrpri>ed at i ts  antiquated treat-
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nient or qnainti~ess of expression, n-ill he r e y  11iccll astonished 
to  find tililt the work of tlie repated inventor of oil p,:liiting 
has preserved its Lri!li:ii~c~- of tone a!ter tl:e l:!pae of' nloie 
t!]an four centuries far better than no st l~ictures i~secut~d 
\vit!~in the last Iliundred, or even tile last fii'ry years. By
" briliiai~cy of tone" we do not  llleau the  force and depth, the 
liiscious richness of colo~ir and t'ulness of effect, ~vl~ich are 
tile principal c!larms of 1s;linting in oil, as exhibited particu. 
Isrly in the Venetian school ; hut tliat tlie colour of V ; I ~  Egck, 
thou:li quiet, \sill still be vigororus and fresh ; that it ~vi!l 
11sr-e lill~pid traiisp:irency, and an ::lmost i l l u ~ i r e  vacuity of 
space. I11 adtlition to tliis, i t  rriil esllibit an a:llount of 
trutllful re;tlization of the 1iio.t lllinute a n d  esquisitelg deli- 
cate details ~vliicll is  scarcc i~  crer  found nnitccl \\-it11 the same 
i~ii!~erishable dnrabilit\- elseit.l:el.e. 

These characteristics d ia t in~uish  more or less 211 the early 
Fleii:ish pictures ; and from persons habitually engaged in 
restoring them \ve learn that  tlir colours of tlrese pictures are 
mostly of a l~arder  L o d ~  than those of a later date: rile? 
resist soloeilts ~ n u c ! ~  better; and if rubbed I[-ith a file, they 
sho~va shining appearance, resembling a picture painted ill 
z.ni-nis7~. Esa~nination of tile pictures themeel\-es, and tlie 
researches of several levr~rcd mi te rs  xvithin the last fern gears, 
leave no room to  doubt that  their durability is attribntable 
chiefly to  the vehicle e ~ n ~ ~ l o y e d ,  wereand tha t  the colours 
used not simpl. x i t h  oil$, hut  with an oil-varnish of tlre Iciild 
xve call " hard"-or, an oleci-resinous rehic!?, ill other ~ ~ - o r d s ,  
such as 111i~llt be employed strictly as  a ranliah orer a!~ic.t~il* 
~ v h e n  finished. Our inimediate o?,ject, Iio:\-ever, is not to 

discover the nature of the  vehicle, but to ascertain \v11at clailll 
t h e  Brothers Van Eyclr 11are to  he considered as the ab~oiutr 
inventors of the art  of oil painting. 

I f  tlie vehicle, tlie nae of which they r e r e  long reputed to 
hare i~~trodulced, h:td been merelg- oil, understood) 
a i ih  no n;itire properties prejudicial to its e~~i~!oy::~e~lt-had 
been easy of preparation, simple i n  its composition, and 
atf'ected by few co~lilitiol~s different coIouF. in its misture ~ v i t h  

a11d \vithont any inherent qualities tending to restrict its aP' 




11 

plicatio~l t o  any s i ~ r f ~ ~ c e  or  extent-n-e could n~itliout dif6- 
cu]ty s u p p o s  tha t  tlie Van  Eycks might  h a r e  stumbled on 
the disco\ery, an6 q u i c l i l ~  realized in a more eligible mediuin, 

~vould still h a r e  been, tliougll in an inferior degree, the  
distilletire artistic qualities of tlieir painting, had the1  con- 
tillued the practice of tempera, glass painting, or illuminating. 
But we l~ax-e already seen tha t  the reliicle of oil painting i s  
precisely tile reverse of ~ r l i a t  might  be cousidered possible or  
likely to liave bcen suddenly discovered. 

It is now llino\vn,from tlie fi.ecjuelit allusions to them, tliat, 
during tliree centuries antecedent to  the teclinical perfection 
disPla!.ed in tlie \ ~ ~ r l i ~  of tiic 17an Excks, tllere were \1-11at \re 
may consider tentatire eiyorts in  oil painting. So distillct is the  
evideiice of the of oil p;iiiiting 1011; before tlie begin- 
nin# oi  tlie fifteentl~ ceiitar.;, tliat t h e  inve~ition or  discorerv 
of tile T a n  E:cli~, ercii understood rehtrictedlp, lias been r 
denied a:togetlic,r. 1)r. %i.;p? i~uh!islicd, as early as 1781, a 
disre:.tation, maintaining t1,e attribution of tlie discoverv t o  

U 

e 
the Van Eyclis its errol:cous, a i d  only alloxring the  l ~ o s s i b i l i t ~  B 
of their liaviiig i~ifioci~;crcl ai::ber rarnish and pol~py oil. 
H?!don, %-it11 c:iaracteristic audacity, ni:~l;es sollie sweeping 

r 

obseuvations to tile rame cKect, and v i t h  less reservation, ill 
his Lectt!i.es, pilblislied as late as 1544. 

ie 

'3 

le There must, l~owere i ,  be roi i~e ii~undation for the  traditional 
re as~riptioa of a n  lionolir no r i r a l  >cliools h a r e  opposed, and 
ld which Vasari, the sc3cie!ltlg vain liihtoriaii of tlir great 

I?, Italian painters, lias not merely nut dihputed, but, on tile 
Ire contrary, acknorvledged tha t  liis o~vii countrymen f~:il,:iled i n  

to their efforts to iinprore the  rcliic!r of tenipera. As miglit 
ill] therefore have beell esp~.cted,  recent research 11as slio\vn tha t  

itr the Tan Eyclts are entiticd t o  oilr gr:ttitude, not  indeed tor 
having created the ar t ,but  ibr renioring disqualifications wliich 

to ulliitted i t  to conipete ivitil, ~ u u c h  leas sopersecle, the  ordinary 

ld, teqc.ra. It 11:rs Lrell reiilarl;ed tha t  it n ~ a ybe coiieidered 

had furtunate t l ~ a t  tlle process oi' ;lie T a n  Eyclis was not alto- 
and ~':lier tlieir oIt--n d i s c c r e r ~  ; fix 1iad i t  been so, the met11i;d 
UI' "i~ich has stood so 11-el1 tlie test of time, migh t  still have 

aF' ""waked a eubject of colljecture; but as sncll is not the 

http:Lectt!i.es
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case, if ive ascertain the pririciples eommoil!y ac!i~io~rlecl~~d 
bi~foro their time, it  mi!] be cilrnp:~rativt~i~- to trace tlie e;ia!-
direction of' their inquiry, aacl the  nature of their im. 
~ ) r o v e ~ n e r ~ t s .  

Tile total absence of s l l  cren inciclental ri:ferenee amon: 
classic :~uthors  to  oil painting may be co~iaidered con~~lrisire 
eridencc tha t  they were r~nacr~uaiuted ivlth t!ie art.  TI-r hare 
seen, however, tha t  oils of some kind enterecl illto thc compo- 
sition of' r a ~ n i s h e s  froni the  remotest antiqnitj- ; and tliis ii 
ali which can be establiched. Oils Ilnrinq drying lrropr:ti?s 
(ivliich ure iudispensnble in the  jiractict. of oii pai~ltin;. ere11 
i n  the ivarniest cliri~ates) were a!ro prol>ably 1;noivn. Oiire 
oil, so plentitiil in Greece a~lcl I t :~ly,  ~ievel. dries ; but  sei-eral 

of tile first tliree ce11tliric.s of tlie Chri>tian er:t-as So:. i17- 
stanre 1)ioscoricles (\v11o is rr:~~poseclto  Ili~r-eliveti us ear:y as 
the  time of A n g ~ i s t t ~ s ) ,  I ' l i~ir,  arid Galen. T!,c>e notices, 

same [allriding t o  a clcscription of linseed oilj ; but it ]:as a 
use besides these, being einploye!~l L3- gilders or encau~tlc I 
portant int~odnct ion of Iin,eed oil into the  ar ts  t o  the eighth 
century : the oil principally used crnturie.: after bJ x clr~ll.hrrs 
and ~lecor~itors, esj~eciallr of the ~1~1th Iand later by painter., 

61 



bleaching and thiclrening oils in the  sun, as well as the  sicca- 
tire or clrying po\xTer of nletallic oxides, were l ino~vn to  classic 

and thotigh there is ericlenc. of tlie c:lrefiil stuclj of 
these soon atZer the tent11 cnl tuiy,  J-et that oil pa i l~ t -  
inK I\-:~S not siigXe>ted ibr so Inar!j agei. Tile rr:o~ilrs, v h o  

the i~urircl linonletlge and a r t i  of an t iq i~ i t - ,  tincling 
tlie great reput;ition 11-liich tempera a112 eucanstiu e~~joyecl, 

IZ 
woii!cl, !:orvc'ver, ratller l ~ l i ~ o n r  	 thanto  r*sture these me:!~ocl.; 
inrent a ne\\- one. 

S o  re-ord is p ~ c s e r r e ~ l  5r- t  iiii!nixtn~- or  ~iiliil  or  of the 
s 

ol1;1que colonr nk!l oil or  rsr;iis!i; !liit :ibollt t!le tiiile of 
I1 

Cimabnu, or tile end of tll? t r ~ e l i i h  c ? n t ~ r ~ - ,  or l;epicriinK of e 
11 	 tile thicteenth, the  procehs is hccjucnti>- i i l n ~ ~ i o c e i !  in  LlSS. 

which are certain!!- of this date. Yrum t l i ~ s e  and hiil;il::r 
'1 Inter sources, it is perfccti!- dr~~:o; is t rated a ttha t  uil l~a i i i t i r r~ ,  r 

least i i ~  the lo\ver sense of app l - ing  colours 11:ilecl \r i:h oil on 
TR 


I? -	 surfaces of 11-ooil ancl stl)ni., \:,is colnlilon i i ~  Ital-, I.'r;inec., 
and E~igiantl iu the t1iir:rc~:th and f j a r t ee~ i t l l  centuries. 

81 
Tliat tile p~og~.t.ss a r t i  a t  tliis 1~erio:I was 11c;iriy eclv.al of t!le 

'5, 

in this as in other conntrirs of Eur<ipr ,  is to lie esplai~ietl by 

'S the intercoln~~lunication and the  b m t l  of uili~,ri 1r11it:ll ~ub,-i~;ecl
3n 

he 	 be:\reen the 113e:nbers of t!,e di!;l~,ri:t ~~ io l i i~h t ic  or~lt'rs. 
I n  t!ir rccorc!s of 1Vcsti;li:lster XIIJ  Ei?-, rvliicl~ are f1.111 of 

ilt 

oil rt.fcerences to decorative o;;ei~:rii)ns, oil is frt,ql~r!rtl~~iientionecl 

:p connexic~n ~vi t l l  painting. A n;a~:date ill the account-rolls 
of tile decoration of' t h e  Qui:cw's Cii;i:aber, at \Vt>tini,lster,en 

he 	 comn~i>sioned by IIerrrI III., an:l ur;$ii;iIl~ pu!j;isl~ed by 

\V~!IIO~?,
refers to  tile pnrclit~se ot". ui:, r2irnisll ( remix)  alld 

;8 
c~!ours,"andti~isn~arrd;itel;eiirsdatr l23D. bgI t  \~ -aa in~ ; i~ ined  tic 

tic '\-alpol? that this mandate alone fi?rnishecl concluaivc ~videlrce 
that oil painting was practised in England at  this early period. 
But such is not the case; for alreaLip i t  has been re~iiarkt.~!m-

that where the word " r e r l ~ i s "  occurs alone, i t  r i ~ n p l j  meanslth 
! r ~  resin ;* requiting, therefore, tc Lt' dissolved ill oil beibre 

rth lt '~ol~l(lfurilish a varnis l~ : tlie oil and "r:.rnis" nlentioned 
?IS 

1 
* It only in tlic sixteenth c c n t ~ ~ r ytho: tlle n-or(!, iil tile fern ofof "riiice, Fa- ipplied to liquid E Y F I ~ Y S ~ ~ ~ U I I I ./ 
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in  the  monl<ish Lat in of these rolls nligllt, con~eqneiitly, Ilne 
been emp!oyed merely for \-arnikhing tempera pictures.* 
The  records in  connesio:i with th:t decoration later in ti:ir 
reign of tiie celebrated P~:inted Charuber ;it \Vestmil?ster, 
are  also not clear as to  \vhether t11e uii iilentior~ed as ured 
for lillsing ~ i i h  the  colouis or to  lilalie a varnish for the 
teclpera painting. Tile co1ou:eL remains of the Paiuted 
Cilan~ber yielded easily to  the  5i):mp: n-he11 tsami!;rd in  
1819; it may tl~erefbre he inferled tha t  tileg- were size 
~jaintinga, and tha t  the  vzrnish had possibly becollie decom- 
p o ~ e dby the  d:imp of ages. S e a r l g  the same obaciiritj 
exists even in rrii.rt.iice to  tlie spltndi:! embelIislr:~~etit,in the 
reign of Etin-arc! 111. (1352-135S), of St. Stepheil's, West-
minster. But there are otiier prooik tha t  oil ofr~a i~ i t iup  
soillr liind was enli~lol;ed at  TTest11li:ister. Jlethods of oil 
pi t int i l l  are also p:irtici~!:nrlg clcscrilreJ by Tlieophilus slid 

&r;tc!ius (see 11. 141). TIie rccorcls of Eiy, or' tile samc clatit", 

tiie immistnrr  of oil c-it11 tl:e colouru. 
The p ~ d u a l  impro\-e:i;ent of the early oil process ~II:L~-be 

distinc~lj- traceJ. S:una suriLces n-ere primed? wit11 wliite 
lead niised rritll linseed oil, applied in successive coats and 
carefully smoot1;cd n. l~en dry. Wood was planed siiiuotli, or, 
for dciicate \vorl;, covered with Ieatlier made front hone. 
sliin or parcI.mrat, the11 coated xvitil a mixture of \vIlite-lead, 
was, and pu!rerizi.d tile, on wliich the  oil and lead priming 
a i d .  I n  tile successire npl>lications of the  coats of this 
p:.i~:~in~the painter is 15-arned by Eraclius of tlie dali~er of 
lerting tlie superimposed cozt be 1:iore oily than tha t  be~~eath, 
t h e  shrireiling of' tlie surface Leing a necessarx conseqileccfi 

+ One c~lrions circnmstanee connected 7%-it11tlle Englisll polyclvoay 
of tile tliirteellrll cc,ltur~- is tl:e partiality esllibit~.d. 111 all tile ro?@ 
rccori!~of' the  period to osc grei.11as a prel,onc~erntirlg colour, and a s B  
gronni! for otljer decorations. The ~.ecommendationol. the ~ ~ l i i t e l ~ ~ ~  
a~ id\-cr<iigri? (vert-de-GrCce) iised. \\-.is that they \rere lrotll" dr'e~." 
cni'.. therefore, eren \\-lie11 mixed \v;t!~ oil-as they Irrobabl. often 
mere-tlle oil 1 nillt lrol11d quickly sry. 

t P~.i,ni~igis Ill? 11o;lre-painters' tern for tlic first or grimarr coat Or 


costs or' lp:nt, or t!lc pr?i)zrator). oil grocud fur the fiuialiingcoat. 




 hi^ is certainly one of the causes of a wrinkled and shri. 
veiled surface, but it is also so comruon an effect of the use 
of all oil varnish that the appearance is considered sufficient 
evidence of its enlplogment. IIBrimi.e* says : "1have had 
occasioll to examine closely the fine picture by Giorgione 

is in the Bluseu~n [of the Lou~re],  Fo.  1011. This 
is dra11-11 into virinliles in sereral places, which proves 

that the artist employed an oil vdrnish, for i t  is the constallt 
effect of this ~ e l ~ i c l e  in drying." to run into ~~r in l r les  

Tile difficulty encountered by the early painters in render- 
ing their oil paint sufficiently drxing is evident from the 
directions which follorr-that before the application of the 
second coat, and also befbre the varnishing, the first coat 
should be carefully dried in the sun, or by the aid of heat. 
JIessrs Crowe and Cavalcaselle, in their valuable \ ~ o r k  on 
tile 3 c ~ t - l ~J/enzis,'L Puiizt~i.s, speak of a bouche-&-nrdoir 
as used for this purpose. Hence painting in oil was fre- 
quently limited to aoad, because nloreable panels could be 
dried ir: ihc sun. I t  was necessary to dry ex-en the varnish 
f ~ rtempera pictures in the sun ; and the rolisequeilt splitting 
of a panel is said to hare led to the iinprored oil-painting of 
the Van ,111-cks. The practice of carefully drying each coat 
of paint m s ,  it is true, continued in the best periods of ar t ;  
hut nith a riew to check the yelIo\\-ing tendency of the oil, 
as nell as to secure perfect d ~ u e s s  before varnishing. I n  
the MS. of Eraclius, and the records of our English cathe- 
drals, no restriction, ho~vever, in the emyloyment of oil paint 
is implied. Oil i s  mentioned as used for the painting or var-
nishing of coIurnna and interior rvalls. And, in orle copy of 
Eraclius, a distinct description of a drying oil, as understood 
in the mature practice of oil occurs ; white-lead and 
lime being added, and the oil tliickened by exposure in the 
8W as aas also the uuirerrnl practice in Italy. The dging, 
or sicc,atire ingredients ultimately emplo~-ed in oil painting, 

horrevcr originrtily used in mordants only. 

* 3IBrimGe on Paintilrg, translated by W. Sarsfield Taylor. 



It remains to inquire the kind of worl;s in mhich and mith 
what degree of refinement the system had been applied. 
The mere process without reference to its application mas 
undoubtedly more successfully employed in E~lgland than 
elsewhere during the fourteenth century. The paswges in 
Eraclius refer to ornamental work, inlitations of nlarble, kc. 
I n  the records of Ely Cathedral, homerer, occur the nords 
pro ymnginibus super colziinnns clepingendis, TI-hich ha 
been supposed to refer to painting figures pictorially. But 
the figores %rere no doubt only painted reliefs; and all that 
can be clearly determined from the5e and other English (and 
also foreign) documents is, that these applications of oil paint. 
ing nere merely decorative. The largeness of the qmintitiesoi 
oil supplied is very remarkable, and indicates the coarseness of 
the operations. Theophilus, indeed, mentions tints for faces- 
mixfz~ras  vzclfuz~m; but \ye have seen that the liquid oil 
which he used required to be dried in the sun, and it is 
expressly stated that he ~vas  dissatisfied with the process for 
pictorial purposes (on account of the slow drying of the rehicle) 
in the words mhich follo~v the clirections given -plead ic 
imaginibzls et nliis p i c f u ~ i s  cZiuflr,.izzcm et tcedioslsm nimis 
est (such a process is too slot\- and too laborious i j r  yainting 
pictures). The tints for faces it is, moreover, to be observed, 
are only mentioned in a passage describing a method hl me 
of depicting various objects on a gold, or inlitation gold. 
ground-the pictzsm ti.unslzsciclcc of the Middle Ages. The 
nsnal auripetrom ground (tin-fbil lacquered yellow), for 511th 

works, was varnished, and the superadded painting muit 
consequentlj- hare been in oil. For the subordinate, corn 
plementary, and decorative parts of pictures-such, for 
stance, as draperies and accessories-oil painting nas, hop 
erer, adopted. But no exaniples of figures or pictnres,inth* 
modern sense of the terln, entirely executed in oil before 
the time of the Van Eycks, can be proved to exist; noris 
there a distinct record of such nol.lis having been cornmod? 
executed. 

The process of oil painting was also used for the pWCe 
of colouring standards, l ian~~ers,  and pennons, on \vhich sere 



represented the heraldic devices and arms of those for whom 
they were prepared. I t  was customary in Flanders, and 

ill the best of art in  Italy, for the painter to  be 
engaved in the court or suite of monarchs and princes, and to 
a .a The colouring of the  armorial bear- reeelvea statecl salary. 

ings and devices of his patron mas then the reniai~is of feudal 
suit service. Tlie painters in  the pay of the Dukes of 
Burgundy were cia-sed as " varlets," though t!leir duties 
nere not menial ; for, on the contrary, they r e r e  served i n  
thzir own persons by domestics in lirerj.. Art in Flanclers i n  
variolls other of its applicz,tions rose tyonl the requirements 
of luxury as r,uch as f ~ o m  those of religion; and this e r -
+ins, as IIessrs. Crox-e and Cavslcaselle have shorvn, n-hy 
the pictllres of the F l e m i i ~ ~ s  seiltimentlack that  elevated 
~vhich can arise done from the deepest fervour and a strong 
religious srnticient. 

The oil get~erally employed was, as \re hare said, thickened 
to tile consi>te;ice of a rarnish, " equally applicable," irl the  
aords of a Venetian JIS., " t o  pictures, or for varniching 
crossboms." Delicacy of esecution was therefore entirely pre- 
cluded. Eraclius tells us, tlie longer the oii remains in  the 
sun the better it will be. I n  It:tly the proce~s was always 
less cornplicatzd, fewer precautions bring necessary in such 
a climate to ensure the cl1,ying of the oil; yet Cennini directs 
that it should be liept in the snn till reduced one-half. 
Colours in snch a, vehicle nluA have been almost unavoidably 
spread in flat tints 0111~. The probable rcason why the 
vehicle was n u t  thinned wit11 essential oils (the art  of dis- 
t'iliing which was introduced in the thirteenth century) mas 
that, if used in sufficient quantity for the purpose, the essen- 
tial oils would Iiave produced a " flatted," dull, or unshining 
surface, which v-ould not only havc rencierecl tlie picture more 
liable to harbour dust, but  alno hare destroj-ed the glossy 
appearance which was considered the peculiar merit of the 
'ellicle. This thickened oil had, l~otverer, nierits which 

its use even in the best agzs of painting. It 
mawell calculated to exclude the air fionl coloura which 

rapicily change if exposed to damp. I t s  greater 
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drying tendency rendered it fit for the generallp slow-drying, 
dark pigments, whose hue n ould not be ilraterially aff'ected 
by the darker tilit oil acquires in the process of boiling or 
thickeninq. This esplaics the proi~line~it " d a k s  " in early 
Italian oil pictures. 

7. THE IVPROTEZIEST O F  TAX ETCK: IS WIIAT IT 
COS>ISThD. 

THEREhas been much controrersy, in respect to which of 
the brothers Van E~cli ,Hkbert or Jolli~, should be awarded 
whatever Ironour is due for the impro\.ed oil painting they 
both i l lu>tr~ted in their practice. Van lIander, in his Lices 
of the Paiizte~.s,gires 1866 as the date of the birth of 
Hubert; a i d  t l ~ e  painter's infcrestii~g epitapli, former!j- pre- 
serred, together \\-it11 the bones of tlre artist's right l!ailil aid 
arm, in the church of St. Jolnl ion- St. Ektrol~,the catlredral), 
Ghent, deterillilres that of his death :-

"Talie ~ ~ a w i n g  I naa  asfrom me. !-c ~vho nalk orer me. 
you are, but all1 no\T buried dead beileatlr you. Thns it 
appears that ~ieitlier art nor nledicilre ar;iiled me. Art, 
lionour, xvisdom, po~i-er, aBuence. are spared not \\.lien dvatli 
comes. I was called Hubert Tan EJ-cli-I am no\v food for 
~vorms. Formerly k n o ~ ~ n  and liigllly honoured in painting; 
this all was shortly after turned to not hi^^^. I t  vas in the 
year of the Lord one tllonsand four hundred and tnenty 
sir, on the eigli t t~nth da? of September, tirat I rendered up 
niy soul to God ia sufferiilgq. P r q  God for me ye nlio lore 
art, that I may attain to !fis sight. Flee ,sin; turn to  the 
best [ol~jects]: for you must Lllorr me at laat." 

The younger bvother, Jolln, ;ippears by sufficient er.iden@ 
to have been born bct~veen 1390 and 1393 ; a l ~ das ail miters 
agree that the i~ l l~roved oil painting was introduced about 
1410, the probability is grcater that the s-stem had been di+ 
covered b- Hubert, m-110 \\-as the elder bx at  least t\vell@ 
four \-ears, than by a yinth of between fifteen and t\~en?r* 
Xo vorlis by IInbert aloire are, hoxrerer, in existence ahoje 
execution by l<iro\~il priority of date n-ould fix tlie disco@ 
U ~ ~ O UHubert. The onl~-  uundoubted sp~cimen of painting b j  
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the elder brother is the upper portion of the celebrated great 
altar-yiece at Gllent, of the "dlloratioil of tlie Alystic Lamb." 
~ 1 , ~ That Pasari should lo\ver *ortion was finished by John. 
attribute the invention to Johli (Giora~ilii) is accounted for 
by tlie circulnstance, that the ~vorlia of tlie younger brother, 
whicll Ivere in technical merit equal, if not superior, to those 
of Hubert, rrere alone lino~vn in Italy; a:~d Antollello da 
JIeesina, who comrn~u:icated the Flel~~isliprucess to tlie 
Italians, had liilo\~\.a Jolln Van Eycl; oili: : Iinliert (~vhorn 
Jollll survived nearly twenty 1eal.s) lie llad never seen. 

Honever, i t  is a much lllore important questioil what the 
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been expected, making every allowance for "Time's effaring 

The account referred to  occurs in Vacari's life of Bntor~ell~ 
da JIe.iin~. The Italian biographer assumes, in the first 
place, that  plintei-s nere  univer\n!ly desirous of diicorerin; 
some method ~ r h i c h  \rould admit of blending the tint., nlth 
g l ~ a t e r  f'xcilitj than could be effected in tempera by hatchin; 
with the point of the hruih. But  in this assumption he fo~~eta 
tha t  the  union had been effected with the mecllmn of the lnter 
tempera p'xinterq, and that the Italian painters genercillF nere 
very tardy in adopting the new y s t e m .  W e  arc then to!d that 
Giovanni of S r u ~ e s  (John V,m Eyck), being fond of a!cliemy 
(as chenii-try naa then called), made experiments to  prepare 
various oil, for the composition of ramiahes ancl other thin?, 
That, having finished a temper,l picture on panel, varlushed 
it, and placed i t  in the sun to d r ~ac u\ual, the heat opened 
the joininqs; ancl th,it the arti-t, proro1;rd at  the de-truct~on 
of his work, "began to detise lnedns for preparing a hind of 
varnish nhich s l ~ o l ~ l ~ l  dry in tlie shade, so as to avoid p!dcin; 
his picture, in tlle sun. Haxing made experiments nith 
manj- tliiugi, both pure and miued together, lie at In4 found 
that  linseed oil a ~ l d  uut  oil, anlong many which he had tebted. 
were more cirying than all the rest. These, thrreiore, boi!ed 
with ofher- rnisfiires of his ,  mncle 11im therarni.11 which he-
nay, which all the p,iinterc of the ~vorld-had 1o:lg desired." 

IIeqsrs. Crowe and Cava!caselIe justly remark that "it \ronld 
be wronq to infer from th;s pa,eage that  the drying qualite 
of linseed and nut  oils were unhnonn to Van EJck and the 
world prerious to the eupeziments here referred t o ;  and 
almost ilnpo.sihle that  Vn;:.ri shoi~ld have intended to conre! 
such a meaning, ~ h e n  me 611o\~ that he was per fec t l~  acquainted 
with the  t ~ e ~ t t i y e  Ghiherti' in  Vasari), inof Gl~ibcllti (vide ' 
mhich it is atErnied that  'Giotto pdinted on the mall, 
i n  oils, and painted on panel.' Kor can \ve consider him to 
hare  been ignorant of Cennini's Treatise on Paiatinf,. ln 

which so Inany chapters are exclusively devoted to the 
of oils used in coloors, though evidently mithont any knop 
ledge of Van Eyck's discoveries. H e  must hare intendedt0 



110 

express, not that Van Eyck discorered the qua1i:ies of linseed "E 
slid nut oils; bat, after repeated experiments, found tha t  
none were more drying than t!icae-a i ict  of which he mas 

rst not previously certain. His  efforts \yonid, therefore, be at  first 
in one particular direction; n;i;liely, to ninlie linseed arid nu t  ng 

ith oils as siccatire as possible. lX~1ieiihe I!ad obtained this, he 

n: ming!ed these oils wit11 certain mistnres, arid lie obtained a 

ets more drying rari~ish.  Tlius the first grand step was gained."* 

ter Vasari proceeds i11 the follo~ving \yurcl. :-
"Contii;oi!ig his esperiinents with niany other things, he ere 

lat saw that the ili~inixture of the colours n.ith tllrse 1;iuds of oilst 
gave then1 a very firm coiisistcnce, \!-llic!~ ~vheii dry mas proof 

m! 
art against rret ; t t i~cl,moreovcl, t h ; ~the re!iicle lit up the colours 

SO powerfnl1~-, that. it gave a gloss of &elf TI-ithout varnish ;gs, 
and that ~vhi-h appeared to him still more admirable mas, tha t  

:rd it allo\ved of biending ;the colonrs] ixifinitely better than 

Ion tempera. Gior;lnni, re.joicing in this ii~rentioii, and being a 

of person of discernment, began many worl<s." 

led 

The nlicle of this description is sufficientlx indefinite, for 
itb ne are onlj- iiiforn~ed of what led to  the lle~v and more im-

~ n d  portant of T a n  EJ-ck's discoveries in t!ie ex-asir-e words, 

ed! "other mixtures of his." The incongr~iities in T'asari's state- 

!ed ment maF be p a r t l ~  explained by tlie fact of the Flemish 

!D$ 


- system of painting having become obsolete in Vasari's time ; 
the great Italian painters finding that  oils and vehicles of less 
bodr than those used bx their northern brethren favoured the llld 

:FS rapidity of execution desirable iii the larger scale of their 

the -0rlis. The iinportance of Yasari's description consists, how- 
t ii ever, in the one fact of rvhich i t  pnts us in possession, and 

i e j '  with respect to which there is erery reason to believe i t  trust- 

t2d worthy-~iz., that i t  was in  searell of a varnish to cover 
in pictures ~vhen finished, wiiich ~vould dry in tlie shade, t h a t  

ted %Erck not only succeeded in his immediate aim, but also 
to "rendering the varnish he had obtained more suitable for 
in 

@t * The Early F7,pnzish Painters, p. 42.  
That is to say the oils wllicll bsd been converted into a varnish by 

I* the"other mixtures of hiso-that this is Vasari's meaning is apparent 
to fromuany Considerations, which it is unnecessary to state in  detail. 
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illixing with his pigments in the actual process of painting 

I 
I than any rehicle hitherto known. This last, then, is the 


great discovery, and its importance callnot be too much in. 

sisted upon. Tile ricw vehicle nas not only recommended by 


i 	 its irnprovctl drying propertieb; but, as the works of the Tan 

Eycks and their schollrs prore, it maz thirincd at n ill (by a 


diluent), so as to allow of infinitely greater precisioii of execution 

than tlie thickened oil previously in use. I t  was not so dark 

as to sully tlie colours with v;hich it was mixed, as mould the 

customary varnish for tempera pictures ; and it gave not only 

estraordinarv durahilitr to tlie colours. from beills so inti. 


u 


nlately combined wit11 them, but also commu~iicated a tranj. 
parencv and lu-tre, \vitliout anv subsequent operation, un. I 
attainable by the ordiiiary vehicles of teuipera, with all the 
assistance of tlie final coat of varnish. 

It.has bee11 remnrlted, that fixed oils alone, ~vlientliicliened, 1 
beconle half resinified, and may be used as vdmislies; but 
that, \\-hen oils so prepared are sufficientl~ tllilined with I 

I 
essential oila to serre as rehicles, tliey lose tlie glo-b ul~olltlielr 
surface. I i ~ trarnisliex can alzo be m,tdr of f i~ed  011s ronibiiiel! 
with rebins, nliich may be thinned nithout this effect, pro-
vided tlie object of hastening the drying of the oil. ia attained 
by other means tlidn tlie racessire tliickenilig of the oils. 
This, it is found, niay be effected b j  the addition of what are 
called "drrers." The "other nilxtures of his," then, no 
doubt point to the diccorery of a good drj er ; and this 17% 

therefore, one important part of Van Eycb's in~~roven~ent." 
That Trail Egcli's vehicle also contained a r r h ,  rre shall 

find j-et additioilal proof to that alleady given. But it ail1be 
desirable previoubly to ascertain the nature of tlie varnish 
(vernice hyuicla) in use fdr protecting telnpera pictures, and 

I1 + The essential oil varn i~l~es ,  i e . resins dissol~ed in the essentisl oils, 
were first used by the Italians, but were scarcely knolvn beforetne 
beginning of the sixteenth cmtury. I:e-ins dissolved iu *repared 

much greater solidity than ~l-llcu fixed oils have - mixed rrith unp" I 
pared oils, or es-eulial oils, and therefore varnishes so compoaedse 
much better adapted for a damp cllmate. I 
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which the Flenlish painter spread over the memorable panel. 
Upoll referring to pages 19-22, the reader rvill find i t  stated 
that the fillet. description was made with amber or copal," 
but that sandarac was com~nonlyemplogcd. There ~vere, 
hoaever, in Fla~~ders,local facilities for obtaini~~gamber ; 
hence the varnish containing this ingrediellt Tvas called German 

This is a very fir111 resin, and the most co~npetent 
indzes have concluded, from csa~~linationof the xx-oi.lis of
" -
Tall Ejcli, that such a resin \{-as used. And varnish, made 
sit11 amber, is mentioned i11 tlie oldest docu~l~entaryevidence 
relatilig to the ~racticeof early Flen~isl~painters. There is, 
notaithstandi~l~,erery reasoil to suppore that, anlong these 
painters the qllailtity of the resinous i~~gredientwas x-al.ied for 
various lm-poses. Other resiils, F U C ~ I  as C O ~ I R ~and smldarac 
(the substitute for amber a i d  copal), ii~articand puriiied (dry) 
tu~patine,alxo, 30 doul:'~, in many i~~stancesreplaced the 
aw..ber; and the clissiinilar appearances of the works of tile 
earliest ulasters of the school point to this conclu~io~i. 

The natura! inierence is, tlint tlicre \.;as 110 " secret" i n  the 
school that n-ould infiilliblg l~rcduce,\\-ithout the requisite 
intel!igence, the sanle result. It may be assulued that Van 
E ~ c kwas acquainted xvith the best processes Sor rendeling tlie 
alllbar varnish as light in colour as possible ; but lve have tile 
importa~itconclusion of Sir Charles Eastlake, arrived at after 
the most patient and lengthe~~edinrestigatioii, that " i t  is not 
to be supposed that 111oder11cllelllists ~vouldhare any great 
difficultyin obtaining results ai  successful ; nor is it iri~agined 
that there was any particulsr secret in thc operation xvllich 
has beell lost ; or for xx~hicll,if lost, an equivalent could not 
be found." By known means, a var~riahluay be 111ade from 
anlber firmer t1la11 ailSprepared with the ordinary resins, and 
eluall~light in colour. 

One reason xvlly Van EJ-ck retained amber as a constituent 
Part of the new veliicle, arose from observing that 

. two subbtances ,lave for the composition of varniahe3 n h o s t  
'dentieai mtrita, and nearly the same defects. 
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i t  imparted the same polished appearance to  the surfacc of the 
painting as when used for a varnish, The gloss conlmuni. 
cated to  pictures by tlie lustrous varnishes of the 31iddie 
Ages, was, we a:e told, considered zn essential qi:alitY, and 
may have been traclitional!~. aclniirecl from the estimation in 
which it mas held anlorig the ancients. A t  all event., this 
recommended encaustic and mosaic in  the early perioclsof 
Christian art ; no doubt, tlliclieiied oil was chosen in the 
first attempts at  oil painting ~vit l i  a view to  this eflfect: and 
i t  has ever re~naincd a cliaracteiistic of the works of the 
Dutch and Flemish masters. 

Van Ercl; dicl not. \ye mav rensonablr conclnd~.at once , - -~--

succeed in properly thinning a3 well as lightening his veliicle, 
H e  would, therefore, prohab!y, in the first instance, mix his 
vehicle with tlie dark and more fluwing transparent coioun, 
thus carrying a step further tlie tingeing of varnishes ali.?ady 
practised by tempera painters. The great leap (t1iol;gli timidly 
made) by ~vhicii Van Eyck cle::red tile conventional bonnds 
imposed on paintins, was, howerer. the substitution of opaqn. 
for transaarent colour on the liztits ;and this affords t!lrfind-
test and evidenct. of his improvement, implying, as i: does, 
that  tlie varnish was entirely than-ed both in  colour and-
consistence. 

B y  recapitulating, me arrire, then, at  the  follolving infer 
ences : First, that  Eycl;, see l r i~~g afor varnish that rould 
dry in the bhacle, perfected tlie methods of dissolving anlber 
in  oil, and t!icn cliscovered a q 0 d  dryer. JITliite copperas is @ 
known to have been generally used by early Flemish painterra 
In this consisted a great part of the material improvement^ 
Secondl~*, that, as the varnish obtained, havins been sub. 1 
jected to no long proces* of boiling, was nearl j  cilonrless,he 
might not only use it with the transparent colours, but car 
tiously and gradnally mix i t  with the opaqne ones al-o-find. 
ing  their purity little affected by this transparent rehiclej 
especially vhen thinned, as, from the appearance of his 
i t  probnbly \'as for the lighter colours, in  older to prr'ena 
their yellowing. And, finally, as the thickness of the vamsbI-was an obstacle to precision of esecntion, he would illcrease 
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like the lattpr in,.-t h ~r ~ n l . ~ ~ ~ n t n t i n n  ~ . . ~ ~ -- ~ ---a ".--....~ ...- of-.the.... hea~itifi~lnuu L U ~~ -

ideal.* They never "disclosrd the one great mystery," and 
laced before 11s the inward sentiineilt and the out\w~.~lfn-m-.LA 'CLU 

as one aud indivisible. Their faces are nearly always full of 
character, but their dravc.ing and niodelling of other portions 
of the figure, particularly of the extremities, eshiliit structural 
ignorance. They never generalize; but concentrate their 
attention upon the minutiz of detail, ailil the accessorial orna. 
ments ther delight to introduce ; inlitsting them \vith iliu. 
sire f a i t l ~ h l ~ ~ ~ s s .-~ ~., - - - - n an 

I 
" "2lliit Ieavin  inli~ressionof s t i 11~~=.>L>a auu 

lifelessnese, ~vhichis apgrarated by tlie stiffiless and angularity 
of their draueiies. Yet ill all technicalities they" 1."lll.?-~nli. I"-' 

nently excel, and theS are almost invdridb!y fille colouriata 
I n  compoaitioii they are illrentire, but tlLeir creations are 
s i~ .~nlarand fantastic, ~:ndfull of that i'oincr12tic elen~ellt 
~ ~ , l ~ i c hfindc expres\ion in their so-called Gothic architect~ire, 
and nhich is attiibnted to the influence of cliilldte and the 
great fedtures of' n o ~ t h e r ~ inature. 


Tlip ~clinnlof-... .....-. .- \ITe.ti)lldlia. a. silnilnr school to nf
-, - ,  

Cologne, produced a knoivn as the Xeirter Ton 
Liesborn. There are a:,ecirtlens of the ~vorlisof this arfi~t .- ,and 
also of Xei\ter Stephan, in the Sdtional Gallery. But the 
most celebrated ~lortliernschool of the fifteenth century xa 
+I7" l i ' l ~ - ;~ l ,  nr RT.nmp~ TTill--\.+Lr.llnnl". ~ ~ t ~ l ~ l i ~ l ~ ~ ~ l  
L A . \  L I L I U I U I I  UULl"" .  ' uYIY"  Y J  ---JCILI I Y Y  

Ey", and upheld by his brother John after tlie death of 
Hubert. There is little bnolvn of these masters beyond whet 
has already been given. The whole of the upper portionof 
t ! ~  2 ~ t ~ l . - l I ; ~ C ~  ~~tfhent, ~~~ l~h l .n tw1  ill +lipC~,llrrl,of St. H ~ 

I

7 . U . .  Y ,  ALUUL.U, C..C." r"...".. 
 ' 
The eitire altar-piece was a pol~-ptych+(consisting of s e d  
nnno1.i) a n d- rnii?ni.iqr~rl- +xi-n nyinpinal nic*tuypa.olle a h n r ~theU"r-&.u-.,, L A .  . - - 1 - L I 

other, each with doublewiiigs painted inside and out. Then 

* For an admlrahly luc~dand popular explanation of " theLded 

sec the ~ntrodurtion,hj ii~rEdmund Head, to  the 11<1~rdbo3'jtk 

h-nwthii? n G-hnnl,&,", ,,.,. ," --,,. -.-. 

t. The exact arrangement of the entire altar-piece is 

rote U of the Appendix. 
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from the  side:. 011the wings are coming up other groups of 
soldiers of Christ, rigliteous judges, hermits, and pilgrims. 
Fhen  closed, tbe  upper part represented the Bnuunciation, 
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Apocalypse," and the paintings on the reliquary or ch$sse 
of St. Ursula, in the hospital of St. John at  Brrqes; and the 
"Joys and Sorrows of the Virgin," and the " Journey of the 
Three Kings from the East," at  JInnich. At Louvain, Diet. 
rich Stuerbout painted two remarkable pictures, now at the 
Tlagu'. The influence of the school este.lded over GermanS 
and Holland, Xartiu Sch6n, of CoIn~ar, mas an eesceilent 
painter, and also a distinguished early engrarer. Xis most 
celebrated work is the "Virgin in the Rose-bush," preserredin 
the cathedral at Colmar. Hans Hglbein the elder, of Bugs-
burg, mas a younger contemporary of Schon. 

,St the end of the fifteenth and heginning of the sixteenth 
century, the peculiar character of Xorthern art as carried to 
its highest perfection by Albert Diirer, as that of Ital!.ras 
at  the same time by Raphael. Albert Diirer was born at 
N ~ ~ ~ e m b n r g ,in 1471, and in 1456 mas placed xvith JIichael 
Wolgemuth, the best artist of his native city ; in 1535 he 
cliecl. Albert was the most celebrated German artist of hi3 

age, and aln~ost equally cli~tin~r~ishecl painter, sculptor, as 
and engrarer. Xaphnel and Diirer exchanged dranings, to 
shov each other their respective styles. Albert risitedl'enice, 
ancl ccmploined t!!:lt the T'enetian painters abused his st@, 
because it was not after the antiqne, although they sub* 
quenrlp praised his colonring. Bmong the most celebratd 
of Diirer's paintings is the "Trinity surrounded by the Saints 
and Spirits of the Blessed," at Vienna; but the artists 
grandest work is his representation, in tmo companion-pip 
tures, of the four apostles, "John and Peter," ">lark and 
Paul." These figures, savs Kugler, form the first complete 
x~orli of art produced by Protestantism. Albert died shor'l~ 
after their cornplction, and the critic adds : "Well might the 
artist now close his eyes-he had in this picture attaineatbe 
summit of art ; here he stands, side by side, with the grpatest 
masters known in history."* Albert Altdorfer, also d i s k  

~ -- - --

* The fame of Albert Diirer rests, hol-iever, principally upon hise' 
gl-aviogs ; ii, n-11icl1a e do cot know whether to admire mod the 
pri-ing richness of invention, or the rronderful delicacy of e.\ecutiaP' 
I r  is a disputed point whether -&!bert ever engraved on the wood* 
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guished alike in painting and engraving, was the most original 
of all Durer's scholars and imitators. A picture by this 
d l s t ,  of" Alexander's Battle of Arbela," at JIunich, contains 
a countless number of figures all painted with marvellous 
minuteness and finish." 

Lucas Cranach headed the contemporary school of Saxony, 
enjoyed almost as great a reputation as Albert himself. 

One of his masterpieces is the " ;1I1stica! Crucifixion," in the 
church at Weimar. EIe was an excellexlt portrait pail ter, and 
this altar-piece contains an adnrirable portrait of his intimate 
hiend Luther. Cranach frequently p'linted mjthological 
subjects, and also studies of the i'ernale fignre-representntions 
we seldom find in early nortllern art. He also executed nume- 
rous rvoodcuts and some engravings. Another contemporary 
school, that of fIollancl, produced Lucas Van Leyclen, a very 
excellent engraver; but not to be rznlied with Albert Direr, 
or the ltaliari Xarcantonia.t Lucas was also a painter of 
gea t  nlerit ; but his pictures are very rare. 

self; but his woodcut designs are, though far coarser in cxecotion, like 
his copper-plate engraving, full of fantastic inreation. The folio\%-ing 
are the mu:t remarkable rroodcn:b and engrlr ingj of t111. manly and 
Prolific genius ; and they are enumerated in theorder oftlleir production. 
The woodcut3 illustrating the Kerelatioll of St. John ; the enxraring 
of the coat of arnls nitir 1)cath.s llesd ; tlre engraving of Adam and 
Eve; sketches of the sufferings of C11ri.t ; an excellent rx-oodcut of a 
Penitent, and anoil~er of I laa t l~  svizing an  armed vrarrior : tvr-o great 
Berim of woodcuts knorr~l a; the G r e ~ t c ro ~ l dLesscr Pclsaio12 oj- Cilrist; 
and anothrr rvell-known series of tlie Lijv the I?rpii~; tlre grand 
mood~ut composition of the Trinity ;the very celebrated engraving of 

Kilight, Brrrth, and the Drril-nl~;ch has been considtred " t h e  
important r%-ork ~ ~ h i c h  the fantasclc spirit of German art has ever 

Producell;" the allegorical engraving of .lfel<r~icho!y;an  engrax ing of 
st. Jerome in hisstudy ;tlie iarge mooiicu~t, the t r i~ impl~al  Arc11 of the  

Maximilian ;the seriea of xroodcnts I>-hich form the triumphal 
carof the Emperor JIarimilian ;and. lastly, the ren~arlrable engraved 
Ponralts of >ome of his distinguislred contemporaries,including3lelanc-

and Erasmus. 
,, ' hltd~rfer,as an  engrarer, is onp of the best of the so-called German 

little. of their mints and cuts ; the French .. masters,'. from the s m a l l n e ~ ~  
le petit Alben [Diirer]. 

t Some of the engravings of Lucaa T a u  Leyden-as, for instance, 
Eulmspiegel (a notorious clo\r:,), are amon: the verygreatest m i -  

'fes Drint collectors : there are not mpres-Of more than half-a-dozen : 

@lon3 of the print ~vt:have named. 
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Gerlnany at this time gave us Hans Holbein theyounp,., the 
son of, and a far more important artist than, the IXans Holbejn 
already named. This rery disti~iguished portrait painter gas 

honourably received and patronized by Henry VIII., and 
spent the latter portion of his life in England The finest 
portraits by Holbein are in Windsor Castle, and at Longibrd 
Castle. The large coniposition by Holbcin, in the Barber 
Surgeons' Hall, represents "Henry T7111.presenting tc the 
Co1n12any of Barber Burgeons their New Charter." Tliere is 
another picture of the same kind in Bridewell. Tlle 11iost 
beautiful specimen of Holbein is the "Virgin as Queell of 
Heaven," in the Dresden Galleq-. The ~~oodcu t s  nliicb iiirnl 
the celebrated "Dance of Death," by Holbein, are too dl 
knot\-11 to require description. Quintin IJetsys, the b!aci;- 
smith of hntmerp, who turnell. from tlle anvil and taught 
l1imselt'painting in order to win the hand of a painter's beau- 
t i h l  daugllter," is anotller renlarkxh!e artist of this period. 
The so-called '' Two 3Iisers," at Jvindsor, of vliich there are 
several repetitions and copies, is ~ ~ n i r e r s a l l ~knovn ; hut the  
most i~nportant worh by 31etsj s, is an altar-piece in tlie Aca-
demy at  hnt~rerp .  The talent of Nabuse ia illuhtratrd to 
advantage in the great picture at  Castle Hen-ad, of the 
"hdor.ation of tlle Kings," n hidl fornled one of the promi- 
nent attractions of the Art Treasures Exhibition at  Xancbea-
ter, 185f. Other artists of sonle consideration nere ~clioreel 
and Antonio Xore (~v11o was employed to paint Queen 31arf of 
England before Pliilip's marriage); but nolthern altibts, in 
the second half of the siat~entli century, ga\e thembel~ea UP 

to the imitation of the great I td ian  masters, n hose falne had 
extended be\-on& the Alps ; and, as an ine\itable conseqnence~ 
painting lost not o n l ~  its national features, bkt also its e.@ 
tial qualities. A few lemarks upon tlie technical charae 
terihtics of the Tan E! clis 2nd their scholars nlay be added 
before we diauniss this part of our subject. 

Upon tlie pure white ground of the tempera p in tea  'he 

* The ~ ~ o r d s  flnzor de ~liulcibrp,/?citCol~~lzchifllis Apellcm arearitt@'" 

his o lo l l uu~e~~ t , 
erected a t  Antwerp one hundred years after hisdeath. 



I 

deign for the oil picture was traced in a similar manner, and 
then$fistd by beiirg retraced n ith the brush. The light and 
&ade of the picture \I ere albo usually expressed with the pen, 
and vith the greatest posbible care. Over this a coating of 
size rras apl~lied, tlrus rendering the ground rion-absorbent (see 
p. En),contrary to the uni\er>al opinion of nriters ilpoil the 
procrbses of painting; ibr it has been supposed that the iise of 
the gezso ground was, by absorbing the oil, to remove in sonle 

the c:tuse of J-ellov-ness in the colours. That the 
rras not abrorbe~lt is prored by various circunlstanccs ; 

shadolra of the picture mere next strengthened to 
ibrce, and the half-shades indicated with a uniform: 
sparent brown. I n  modern practice the shadows 

painted in colonrs complementary to the lights. 
solid or opaque, bnt still thinly-painted portions, 
last. Every precaution was, therefore, talien not, 
e the efTect of the ground by the careless embroil- 
sparent and opaque tints. I n  the later practice 
g, liBllts were 111ore and more loaded, and after- 
na11y glazed; vhite was also introduced into the 
f-tints, the shadows being still left in untouched 

but, contrasted as they were with the more 
ligllts, they acquired much greater depth and 
s the supprior method of Rubens, and also of 
larly in  his more skc~tchy style. Rembrandt, 
his loaded colour, leaves in some portions the 
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groand partially apparent. The methods of the great Vene-
tian colourists afforded a still wider scope for diversifying

" u 

effects, for they laid opaque coloms even into the shadows. 
and recovered transparency by ultimate glazinge. 

The Van Eyclrs, Sir C. Eastlalie tliinhs, adopted their 
principle of colouring from their practice as glass painters, - .  

"They knew the value of light behind colours, and that 
the foulest mixture through which light penetrate> is more- - - I 
brilliant than the purest colour lighted superficialij . The 
-most essential attribute of the mere materials of oil wintine I

I n'I' being- depth, they secured this ql:alitr in the rerT- highest I-

degree by preserving internal light." Their fine keliui for 
aerial vers~ective contributed also to  the same resnlt. Rut. I 
the Van Eyckj carried the principle too far, for their 1i;ghest 
lights fail to tell as such, from not being sufficiently loaded. 

The superiority of later practice consisted, amonq other 
merits, in permitting a suggestive freedom of handling, and 
the display of power of drawing in the touch itself in the 
opaque lights, which me do not find in the dry illlaid and 
minute detail of the earliest masters. The hand \vas hoa-
ever disciplined in the school of the Van Ejcks to great corm 
rcctnees and exactitude of drawing in the preparatory" stti+." 
Indeed, in many instances of unfinished pictures, the desig 
nas  wrought out with a care and finish which might seem 
altogether supererogatory. The fact that the most important 
part of the picture mas executed with the point and not nith 
the brush explains the partiality for etching and engraving in 
this early school. 

4. INTRODUCTION OF OIL PAISTISG INTO ITALY. 


THE method of the Van Eycks mas, according to Taai, 
made known in Italy by A~ltonello da Xessina." VasarZs 

* Although the honour of introducing oil painting into Italy is 
ascribed, probably with justice, to Antonello, yet not only were s P 
mens of the Plemish method imported before the return of dntoneU0 
from Flanders, but pictures were actually painted in Italy b'sorn( 
Flemi?h artists ; among which were Roger of Bruges (Roger Van der 
Weyden), and Justus Van Ghent. The latter resided for several 
years at Urbino, and painted works in oil there; but as the nsw 
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relation, which appears to  be true in the main, is as follows : 
Antonello saw, in the possession of the  king Alfbrlzo I. of 
saples, about the  year 1442,when he was twenty-eight years 
of age, a picture of the "Annunciation" by John Van Eyck 
or Giovanni da Bruggia, as Vasari calls him, which so struck 
him by the vivacity of its colouring and the beauty and har-
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and processes (surh, for example, as the \vllite grolind aDE 
the use of varnisll vith the colours) were holvever l,reserrrd 
in the ~ o r k s  of Rubens aiid Teniers; and it may be saidthai 

The follo~ving is represented and, partly from unfinishd 
pictures, ascertained to hare bee11 Titian's method of con. 
ducting a picture in his nlature style. The subject being 
dmrvn, the efiect was ~vrought out as far as possilile wit11 purr 
white, red, and blarli only, the shades l~eing left very cold, 
To checl; the ~ellolr-ing of the oil, and to anticipate eye! 
contracting or cspanding influence, the picture vas then PP 
posed to the sun and dew until perfectly dry and hard. JIani 
months r e r e  generally allowed to elapse before the surface01 
this dead or first colouring, or a6oz:o, as i t  is called bS ihu 
Italians, was rubbed down n-it11 pumice-stone, until quit? 
smooth. This being done, the first painting nas  esamind 
and corrected, fresh coloxrs and the glazings were the 
applied, and these additions and glazings were frequen* 
repeated seren, eight, or nine times, until the master RS 
satisfied \pith his ~ o r l r .  But, ho~i-ever nulnerous these rr 

petitions, a loug period was suffered to elapse between ed 
fresh application of colour, and in the interval the pictureva 
exposed to the sun and the dew. 

Titian is said to hare coustantly laid on the paint with bi 
fingers, particularly on the flesh and in glazing. When 8 

broad glaze or, as the Italians term it, eelutura had to  
spread, the colour was, in order to cover the surface thi~lland 
evenly, frequently rubbed on ~vi th  all the fingers or t h e &  
of the hand. IThen a sillaller space had to be glazed, 
soft shadows of the flesh, the finger or thumb only \r-asdipP 
in the colour and drawn ozce along the surface to be 
with an even movement. Such touches were called sfregas 
It has been beliercd that Titian frequently glazed the do' 
surface of the pirture, except the white linen, with asphaltm: 
but lnany n~aiutain it was a yellow varnish ; \i-hileoth? 
%%din, attribute the ell om tone of his works to the use of' 



GERJIIX, FLEMISH, Ah'D DUTCH SCIIOOLS. 261 

The met!idd of Paul T'eronese is oppos?d to that of Titiml. 
VPronese aw.llly painted "alla prima," that i. to saj-, soug!lt 
almost the ihll effect at once by direct means and sin~ple mix- 
ture of tints, seldom repeating his colours, and n.sing few 
&zings. He, horverer, rmploprd a generalizing colour ior all 
the half-tin?s,as\~ellof the draperies and tile architecture as the 
flesh. TTiien the picture was advanced in tliis way, he corered 
the aholc with a thin coat of varnia!], to bring cot the coiours, 
and then retouched the lights, and ellforced the sliadowi ~ i t h  
the boldest and lllost dextrws touches. 

5. THE LATER G E R U X S ,  FLEXISH, AXD DUTCH SCIIOOLS. 

Is the norill a revival of painting in the sere~~teeatl: century, 
not \-erg dissimilar to t!iet in It:tlF at tile same l~eriod, was 
effected chiefly by the g r e ~ t ,  artist of Ant\\-erp, Yetrr Pan1 
Rubens (15i7-1640). Yet we find in tliis nlorell~el~t no 
verj- striliil~gly original cl~aracteriatic ; fbr the style of Xubens 
was derived princi1~ally fioln his study in Italy oftire It;~liali, 
and esl~ecially the Venalinn, ~nasters. Rul~ells hsd one bet 
palette for every liind of suliect, grave or gay, sacred or 
savage, mournful or mirthful. E'useii:% j~istly observes : " IVhat 
has been said of Michael Angelo ill FOEII, nlay be said of 
Rubens in C o ~ o r a: they hdd but one. As t1:e one caine to 
Sature aud nloulded her to his generic form, the other came 
to Szture aud tinged her with his colour--tile coiour of gay 
magnificence." The earlier works of Bubens are the best : the 
later works attributed to hill1 are more mannered ; the result, 
probably, of having beell generally executed in great part, if 11ot 
entirely, bXscholays fi.0~1snlall c.olouredslictches by tl~ernaster. 
Our limits wiil adn~it  of a Inere enumeration of a f'ew 0:ily 
of the prodigious number of pictures in the rarious galleries 
which bear the wane of Rubens. Antwerp still possesses his 
Beatest, or at least his best known work-the " Descent from 
the Cross." The original of the copg, in the Kational Gallery, 

Vanl?\.ke of ';St. Ambrose refusing to admit the Emperor 
Theodosius L to  the Church," is in the Gallery of the Belvedere, 

* Lecture xi. 
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Vienna. At JIunich the small sketchy "Battle of the Ama. 
zons"-awild host of Amazons pursued bv Greeks, pouringover 
a bridge-and a small "Fall of the Angels," are higl~lg extolled, 
I n  allegory Rubens chiefly fails-his " History of Nary 6; 
Nedicis," in the Louvre, to nit. Pelhaps the most celebrated 
of his portraits is the " Chapeau de Paille," in Sir Robert 
Peel's collection. The almost unequalled portrait (or at least 
the head), kno \~n  as " Gevartiu*," in the Sational Gallerg,and 
called a Vand-he, is considered, with apparently good reason, 
to have been painted by Rubens. In  landscape Rubena is 

also seen to great advantage. For the "Rainbow Landscape," 
Lord Hertford gave, two gears since, 45501. 

Rubenb viaited England, and after his return to Flanden, 
finished the great paintings for the ceiling at Wliitehall. The 
"Rape of the Sabines," in the Sationel Gallery, is a 
nosegay of colours, and a fine illustration of Rubens' technical 
principles and fertility of invention. The larger works ot 
Rubens are especially remarkable for the boldness with ahich 
pure colours are placed side by side and left for distance to 

blend. 
Vandyke (1699-1641) is the most celebrated of the 

scholars of Rubens. I n  his early works, Vandvke eren I 
exaggerated the peculiarities of his master ; but he afternkrds I 
adopted a less cumbrous type of form, and formed a s t ~ bI (peculiar to himself ; in which the tasteful, the exquisite, the 

1 	 refined, and the sentimental, sometimes border on the affected. f 
Vandyke is chiefly distinguished as a portrait painter, and in 
this line is scarcelv inferior to Titian. The last nine Tears of" . 
Vandyke's life having been spent in England, this country 1s 
very rich in portraits from his hand: of these the picture at 
Windsor of " Charles I. on Horseback," is perhaps the bt 
known. 

I n  Holland a reaction against Italian influence set in about 
the beginning of the seventeenth century, and became vev 
distinctly developed in every branch of art. In Ithis mas first evidenced by extreme faitllfulness and litelal re-
semblance, as in the portraits of F. Hals and B. Van drr Belstl 
although the latter inclined rather to \Tandyke's manner. 1 
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~~t this moremelit, or rather an entirely new style, is rnost 
peculiarly identified rvith Paul Rembrandt van Ryn (1606-
1674, or more probably 1664). H e  certainly, in his portraits, 
couldnever have flattered-could never liave "treated," as it is 

the peculiarities of his subject ; but in historical paint- 
ing he evinces a positive predilection for imitating vulgar 
nature, and seems to have chosen the most ill-favoured models 
in order to sllom how much he could effect by rich in1p:isto 
and texture, masterly haridling, arid above all, by the rriagic 
of chiaroscuro and its eifrcts upon colour. I n  all, indeed, as 
Fuseli observes, "that  relates not to  form," Rernbrandt mas, 
perhaps, the most original and creative genius in the history 
of painting. The striking effects of Rembrandt are obtained 
by concentration of light ; contrasted wit11 large mHSSe3 of 
shadow, which are broken up with the utmost subtlety of 
graduated shade and reflected light. 

Among Rembrandt's finest ~\-orlis must be ranlied a portrait 
composition in the hIuseum of the Hague. The subject is the 
celebrated anatomist, Kicholaa Tulp, ' demonstrating ' on a 
dead body in the presence of several hearers. The private 
collection of Van Sixt (a descendant of the burgomaster of 
that name, Rembrandt's friend and best patron) a t  Amster- 
dam contains other excellent works of the same kind. The 
"bToman taken in Adultery," in the National Gallery, is one 
of the best of Rembrandt's earlier performances on a small 
scale. A famous picture of his later time is the so-called "S i g h t  
Watch," a colossal work in the museum a t  Almsterdam, re- 
Presenting a partg, with their arms, marching out to fire a t  a 
mark. The same nluseunl contailis the Staalmeestres (a 
Council of one of the guilds of Amsterdam), which is con- 
sidered by some as Ren~braudt's masterpiece. Rembrandt 
applied his principles of light and shade to his very celebrated 
etchmgs,* and also to landscape: the landscape in Lord 

'The marketable value of Bembrandt's etchings has of late years 
amazingly. The " Christ Healing the Sick," called '' The Hun- 

dred Guilder Print ,' as having once fetched that price, about 101., then 
COnsidered enormols, would now command, if a good impression, per- 
haps as many guineas as guilders. The presence or absence of scarcely 
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Lansdomne's collection, known as "Rembrandt'a lli!l," isa 

notable ii-istaiice of the latter. The most di t i i ig~li~hed of 
Reinbrandt's pupils Tras Gerard l l o u ~ ~ ;  afterwardsbut lie 
abandoned tlie manner of tile sci~ool fbr " genre." O:!ierim. 
portant scholars vere Ecliho~it, F. Bol, G. E'linli, P. de honing, 
S. Van Hoogstraten, and X. Naas. 

I11 the subordillate branches of pain:i!lg, classed togetlier 
asge,uae (see 13. 51, note), and \vliicX were generally pictiires oi 
a srilall size, tlie Dutcli paii~terr so g~.eatly escelled, t l r a t ,~  
3Ir.lVornum rema~ks ,  " ,yenre and tlie Duirb style are ai~licis: 
syiionynious." 3li1inte and exact iniitatioii-even to the 
point of illusioii-of vuljiar suiiectr, ib~:iiliar and f r e q ~ i e n t l ~  
i s  at  oilce tile piinciple and tlie ci~aracteristic of tlieae artists. 
Only actual acquaintance xvitli tlie TT-orlis of these rnastec 
\\-ill, l~omerer, afford tlie l>o\yer of discrimii iat i~!~ their great 
artistic and various tec11nic:tl and mechailical merits ; n.2 shdii, 

therefore, content ourselves 71-ith recalliilg tl:? folloaiu; 
names only of the most iniportant. Peter  Brcugllel, ca!led 
''Peasant Breughel," on accoui~t of the scenes lit reprr>eutd, 
and to distinguisll hiill froin his son, 1;non-n as "Hell 
Breughel," from the subjects he d~ligl i ted to paint; Dad 
Teniers the elder, w l ~ o  also painted "Teilil~;;iiions of St. 
Anthony," and the like; his son, David Teniers the yocnger, 
the head of tlie ge~zre paii~ters, a i d  \ylio, beaides scenes of 
diablerie, represented tavern sai?jerts, guard-rooms, kc.: 
Adrian Van Ostade, second anlong ?he l o x  liumorou~ 
~ a i n t e r s; Adrian B~ouwer,  and Jail Steeil, also very able 
masters i ~ i  this style; Jean  le Ducq, d i s t i ~ i ~ u i s l ~ r d  ibr hlr 

pictures of soldier life ; T e r b ~ i r ~ ,who painted the life 2nd 

manners of the upper classes;* Gerard I)uu\\~, the painter of 
simple doinestic life, artists' ateliers, kc.  ; Gabriel Sietzu; 

perceptible appearances in the impressions, indicating tlie exact star2 
of the plate, will cause the most startling differences in tlle xalufi Of 
the portrait of Rembrandt \rith a sword, hence called "The Sabre 
Print," only four impreasions are known, alld for one of these 
Holford is said to have paid 400 guineas.

* Tlie creator, as Dr. IVaagen says, of "conreriation-painting<and' 
as Sir Edmund Head calls him, thc painter of "genteel comedy." 
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F. Jlieris; Netscher ; Schalkan, ~ v h o  excelled in lamp!ight 

scenes ; and Peter Van Hooghe, remarliable fix the eEects of 

liglrt in liis it~teriors. 


Landscape, also, is a department in wilich the northern 
pailltars, and espeeialiy the  Dutch, greatly d i s t i i ~ ~ u i s l ~ e d  
themselves, as the nleution of a fern names mill show. J o h n  
Breughel, generally called "Velret" Breug!iel, froin his high 
finish; or, "Flolver" Krfiighel, f'roin tile quantity ot' f l o ~ e r s ,  
fiuit,kc.," out" in his iaildscapes ; is the representative 
of the first style. This style \\-as, liowerer, superseded by that  
of Rubens. Some northern artists, riz., Paul Bril and Adain 
Elzlieiiner, caugl~t  the ltitlian spirit ikoill painting in Italy. 
The nlost iinportnnt Italian impulse comiliuiilcated to1andsc:l~~e 
painting originated, hot\-ever, in the  schoul of the Carraxi  ; 
but is only fully apparent ill tile finely conipoaed aud ciassical 
landscapes of the French pair~ter Xicolas Poussin, in  the 
s t o r ~ n ~ ,aerial eifects in the ~vorks of Gaspar Poussin, and 
in the serene beauty and sunslline of Claude. This ideal or 
poetic style had considerab!e i~iflueiiceon the artists of the 
north. Claude, in particular, foilnd imitators (rrith a 
d&rz:lce) ill hot!^, Pynaclier, and Cuyp. Berghem and his 
pupil, K. du Jasdin, usually referred the for11;s of sontllerii 
nature; Bdri,tn Van der Velde generally deyictei! l)astor11.1 
subjects; Philip TVourerman found in the representation of 
hatvking scenes sul?jects allnost peculiar to himself'. 31any, 
however, of the northern artists do not disp1;lj- any of' the 
rolnalltic elenlent in their landscapes ; hut  adhere t o  the 
unitation of the features of nature around them, v;ith generaily 
only the ordii1;ny effects of daylight upon them. Anioi~g 
these artists IIobben~a is  entitled to  especial mention; 
Paul Potter's nien and cattle are also equally simple 
and faiti~fl~l. Other painters chose the grander fbrnls of 
nature, or conlnlunicated a t,o their repre- peculiar f e r l i ~ ~ g  
"nbtions ; as Ruisdael, in his storms and solitudes, and 
Van der Neet in  his twiligllts. The greatest of all marine 
painters is \irilliam Van der Trelde the J-ounger ; Backiluisen 
IS distinguished in this department. dnioilg arcllitectural 
p h k ~ ,  Peter Keefb and Van der He?-den may be instanced. 

\ 



Of all the animal painters, Snyders, the friend of Rubms, ib 
decidedly the greatest. Hondekoeter excelled in poultry; 2nd 

Ridinger, of Augsburg, in hunting scenes. Dutch artiqts de. 
lighted likewise in representations of still life, and especially 
of eatables. Flowers, also, tastefully arranged, were admirably 
painted by Segliers, de Heem, Rachel Ru j  sch, Wet~nix, and 
Van H u j  sum. 

6. THE SI'ASISH SCHOOLS. 

JOHNVANEYCKwas sent upon an important mission to 

Portugal, and the earliest developmerlt of Spanish a t  rids 

due to the political connexion of Spain with the Low Countries. 
The " German style," as it is called by the Spanish, did not, 
however, long prevail. Italian taste, as represented more 
particularly by the Venetian masters of colour and elecution, 
and the Keapolitan naturalisti, was diffused througl~out the 
Peninaula, and continued paramount till rendered subordinate 
by the riative characteristics exhibited in the seventeenth cen. 
tury in the works of Zurbaran, Ve!asquez. and &Iurillo. But 
the influence of religion upon art mas felt in Spain niorein 
every ~vay than in Italy. The jealous bigotry and intole 
rance of the Inqnisition prescribed the exact manner in nhich 
sacred personages should be depicted, and forbade any ap-
proach to representations of the nude-a restrictioll which 
acconnts for the comparatively weak draning of most of the 
Spanish painters. A certain sternness in the Spanibh cba 
racter, joined to religious enthusiasm in most of the artids 
themselves, combined also to give a peculiarly sombre and 
ascetic, and, from the subjects chosen, a frequently repulsi~e~ 
character to Spanish art. 

Till ~ i t h i n  the last few years great ignorance existed in 
respect to Spanish art generally. This has been dissipated! 
however, by the excellent Huizclbook for Sptrin, by the late 
Richard Ford, and by the works of Mr. Stirling and Sir 
Edmund Head. But-although the subject is attraetiq~ 
as the Spanish practice exhibits very few original fedtures, re 
shall curtail our remarks. 

Titian spent a few years in Spain in the reign of charlesF.; 
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his pictures seem, however, to  have had no great influence. 
The principal existing works in Spain date from the tirne of 
Philip 11.: they mere in great part executed by Italians, and 
the best Spanish painters studied in Italy. Nany of these we 
&all pass over in favour of the more truly national painters. 
htollio del Rincoli (about 1446-1500) is the first distin- 
pished Spanish painter ; but a somewhat later artist, Luis 
de JIorales, belongs to an eqilitlly early period, in virtue of the 
sentiment in his rrorks-which has led to the "divine Norales" 
being called the Spanish Perugino. Luis de Varpas (1502- 
1568) was the founder of the higher school of art in Serille. 
He is said to have been a pupil of Perino del Vaga, and he 
certaiilly imitated the style of the Italian. Vicente Joanes 
(1jd3-1579) is, similarly, the cuposcuola, or head of the 
schwl of Valencia. Joanes is sometimes called the Spanish 
Raphael. A. S. Coello was a distinguished portrait painter 
of this school ; a branch of art in which he was instructed by 
Antonio Xore while this artist was in Spain. In  nhat is 
called by Sir Edmund Head the middle period of Spanish 
art-" when the Italian character was giving way to a certain 
national feeling, but the full power of Xurillo and Velasquez 
had not yet burst forth"-there were some distinguished 
masters in the school of Castile ;among whom one of the rnost 
eminent was Juan Pernandez Xavarrete, surnamed El Alfi~do, 
or" the Dumb." An attacli of disease deprived this artist of 
hearing at the age of three ; he consequently never learned 
to talk-hence l ~ i s  name. Theotocopuli, commonly called 
'' ElGreco'' (the Greek), " a strange but admirable master," 
issaid to have been a pupil of Titian : his great study was 
eoioar. Federigo Zuccaro was one of a number of masters 
who mere brought from Italy to assist in the decoration of 
the Peat Escurial Palace erected under the auspices of the 
gloomy bigot Philip 11. 

The prominence (compared with those of Aragon and the 
north of Spain) of the schools of southern Spain-viz., of 

and Seville-mas still, in the latter part of the six; 
teenth century, supported by the folloming artists. 

The great pailiter of the Valencian school was Ribalta, 



- - 

whom Blr. Ford describes as the Slxtnish Domenic!iino and IS ~ b a s t i a n  del PiomEo combil~ed. J. G. de Es~>i~ iosa  
p , ~ i ~ ~ t e r ,  

IV:I.: 27, 

11 exce l l r~~t  and i s  said to have studied h d e r  RILIL~: 
Joaei' de 12iber:i, or L o  Gpagnoletto, though born in Spain, 
may niore p r o p e r l ~  he said to  belong to  Italy. Re ~ e c tto 
tha t  cowltry v e r j  p u n g ,  adopted the stj-le of tlie poaerful 

# \rollis of Card\ aggio and the ~latulaliyti,  al;d died at Xaples. 
T1,e ~ c l ~ o o l  Sebille hhd herera1 gleat masteri. Pdblo de~ f '

I Crsl~edes stuclied st Rome, and n ds ccw.ide~ecl one of the Le.t 
f~e ,co  pai l~trrz  theie  i n  the time of G l e g o r ~  SIII. He ie. 

turned t o  his native Coldol a ,  and di.tingnished h ~ n ~ s e l fa \  " a  
great imitCtfor of the  Leautifal manner of Coregp~o, and ore 

I of the best colouli\t\ i n  Sya~n."  Jc,tn de la$ Roelaa llai let 
~ v o ~ h z i n  a g a tSevillz nhich piox e him entitled to ranli a. 
painter, get  he iy scalcelj kno\t:l out of 11:s on 11 conntlr 
Some of his n o ~ h .  a l e  c o n 4 e r e d  equal to Domenlchi1.o aud 
others to  Guido. " S o  niaster," s a p  J I r .  Ford, " c\-erpaintei! 
the sleeli pri~nalliin Jesui t  li!<e Roelas." Francisco de Her. - I 
iera  el  viqo (the elder) is haid to  haxe been th r  first ma.ter 
nl lo  introduced into the school of Bnila!u.ia t bc  r:goiou> 
and spalkling touch adopted by Yc1::squez. Alonzo car0 
\\as eminent as scull~tor, painter, and alchitect. A, m 
artist he is soft, rich, and pleasing. H i s  ~.;orl;s solueni~ct 
resellible those of' Coreggio, and form a sin<ul;tr contrast to-- I 
the  hauteur and violence of' his character-as a van.* B? f 

* Of this artist the following, anlong other an~using a~~ecdotrs,l~ Irelatc'd. In 163s  Cali0 received a commi~zion to rlrye a atatuctre of 

St. Allthol~y of I'ai11i.a ror an  Oirlor or judge of Graneda. \Then 
filli~lle~l, and,in; Itile judge calile to see i t ,  expressed lii~lrself 
quirzd the price. 111e ans\vcr \;as olie hundred doubloun,. '1 ilii 
a~toIlidlli~~t?~~t : I r e  tlizrrfore Tenturrd to inquire how 1in the ~ ~ a t r o ~ i  
many ua) s tlie artlbt ];ad .~,ent ul,on 11 10t111. Cam ~ t l ' l l e f l , ~ ' ~I 
and-t~ventp days. '. Uut," >aidillc:calcuiatillg 0jdijr, . 'rha; colue. " 
fbur doubloons a day."-'* I-oar lordslljp rec];ollb TI-roilg,'.a1l:"ered 

Cane, '' fur 1 ]la\ e spent fifty ye;:rs in lezriiing 11ow to rsecule I' 

txl-ellty-firedaj-sl'.-'. Illat is 811 7-cry lxeil;' rclll,ed tile or l~cr ;"but'  
trare -pent my patriliiony arid my )-oatll ill at tlie unirenit:, 
and in a liigllrr l~rofe~-ion, in ~ r a i l a d a , " ~end  iroxy here I am (,iiror 
if I get a doublooil a day i t  is as mach as I do." Ille artist ;.eaflely
stayed to hear him out. " iiigher ~:rof~s>ion, .i illdeed :" lie 'xc!~"'! 
" TVhy. the king can make jodges out of clodi of the earth, but it '' 
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Sebastian de Llanos y Valdes, who was xounded by Cane it1 
a duel, there are only two lino\vn pictures ; but these are of 

Pedro de Maya was imitatora successf~~l 

Francisco Zurbaran (lt533-1CP2) is one of the greatest 
anish art. I-Ie llas been called the Spanish Cara- 
Mr. Ford says, with truth, tllat lie was " a fzlr 

greater and nlore Titianesqoe painter." He excelled in the 
cast" of his dri~pcries-a rare uierit in Spallisll pictures. 

a said to llare stooped oue day to look at 11i1n 
~hilstat xovk in the nuen netiro ; ;ind 1;cjillg his Iiand on 
the artist's shoulcler, sallltecl him as Pinfoj. c7el Rey y Bey 
de lospi~ztoies(Painter of tlie Icing, a11d King of the painters). 
AFranciaca~l monk 1;neeling in prayer and holding a ~liull, 
in the National Gallery, is a fine example of this mastrr. 

conspicuous nle~ltion as the best vriter of his 

country on the art he practised, and as having establialled 

the school in Seville, from which came Alonzo Cano and 

Pacheco's great son-in- la^ Velasquez. 


Diego Pelasquez de Silra (1599-1660) is the lllost original 

of all tlie Spanis11 artists. The boldness of executioll for 

ahich he is chiefly re111arI;able he learnt from Herrera, his 

first master; from n-hose school, howver, he quickly renloved 

to the more peaeerul and orderly school of Pacheco. But, as 

NT.Stirling says in his valuable life of the great paiater, 

"he discovered that Sature herself is the artist's best teacher, 


ther to sketch nor to colour any object ~vit l~out 
thing itself before him." The early luanller of 
hicl~ ,,-as forlned before his first visit to Italy, 
ot to hare been il~fluenced by the journey, is 
ally in the  outlines, than the style of his later 



works : The "Acloration of the Shepherds," in the R'ationa] 
Gallery, is in this early naturalistic manner. As a portrait 
painter Velasquez ranlis with Titian and Vandyke. I t  is to 
be regretted t l ~ t  me have no authentic portrait by Velasquez 
in  the Xational Gallery; the " Roar Hunt," lio\vever, 
a good idea of the painter's later handling ; and at I)nlsich 
there is one of the small repetitions of the celebrated portrait 
of the Infant Don Baltasar Carlos on horsebacli. F c ~ vpaillters 
had so prosperous a career as Velasquez. Of his great patron 
Philip IV. there are nnrnerous portraits by him. Velasquez 
had his studio in the royal palace, and the king kept aiq 
by means of which he had access to it when he pleased. 
Nearly every day Philip used to come and watch him at ~vork. 
All the stiff Spanish etiquette was relased in Favour of the 
art is t ;  he had all sorts of honours and emoluments conferred 
upon him, and received the most extravagant encoininm.; in 
the verses of co~itemporary poets. H e  mas the onlj- artist 
with whom Rubens became intimate on his visit to Jladrid. 
Velasquez was commissionecl by Philip to make a second 
journey to Italy to collect norlis of art ; and xvliile at Rome 
he painted a noble portrait of Innocent S. The Roj-a1 G:i11~ry 
a t  JIadrid contains no less than sixty-two pictures br this 
p e a t  master. The historical chef-d'ajucre is the "Surrender 
of Breda;" "Velasquez painting the  Portrait of the Infanta 
Margarita" is a celebrated portrait composition ; and the 
"Borbedones," or " Drinkers," is another very fine work. 

fiIurillo (1618-1682) is beyond all comparison the best. 
known Spanish painter. His simple, unaffected imitation of 
nature, the presence of no recondite artistic quality in his 
execution, and the softness and beauty of his colouring, have 
gained him universal popularity, aud even a ] a g e  share of 
admiration from artists; although the latter are 
disposed to prefer the more learned style and brilliant hand' 
ling of Velasquez. The early works of Mnrillo incline, like 
those of his great contemporary, to the manner of CararagBo9 
but  later in life he adopted a softer outline and more mellO" 
colouring. Dlost of his great pictures were painted after be 
was fifty years of age. I n  his own Seville there are stiil 
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mall^ of his finest worlis. Englancl is very rich in JIurillos ; 
and the well-known pictures in  the xat ional  Gallery are 
fine specimens of the master. The "Flolver Girl" at  Dul- 
aich is also a genuine specimen of a class of works (beggar 
boys, kc.) 5vllich ill many cases are only the productions of 

I n  the Spanish Gallery of the Louvre the Xurillos 
are very excellent; but the most famous \vorli of the master 
is the great picture of the " Trnmaculate Concel~tion" (a very 
farourite sullject with Spanish painters), from the Xarshal 
Soult's collection, and now in the Old Gallery of the Louvre; 
for which it mill be remembered the  Enlperor of the French 
paid 23,0001. The AIarquis of Larlsdowne possesses an ad- 
mirable portrait by Jlurillo. 

Iriarte is one of the best landscape painters ;but lanllscape 
never received much development in  the art  of Spain. Juan  
de Valdes Leal is the best paintrr after t h e  death of 
Murillo. The Italian Luca Giordano, who came to AIadricl 
in 169'2, is charged with corrupting Spanish a r t  by his able 
but specious racility of execution. Palomino is remembered 
far more as a biographer of Spanish artists than as a painter. 
Mengs, the tame academical Saxon painter, is the last name 
which nerd be particularized in the degeneracy of' more modern 
Spanish art. 

I 7. THE FRESCH SCHOOL. 

FEEXCHart broadly viered is only a branch of the Roman 
school. Giotti and JIemmi, though they painted at  Avignon, 
left no trace of their influence. Nor did Jean Fouquet of 
Tows, the miniaturist ;King Rent5 of Anjou, who painted i n  
the Flemish manner ; and Franqois Clouet and Jean Cousin, 
who had similar characteristics, leave any impression, 
although the last has been ternled the fonnder of the French 
sfh00L The true Italianized French school dates from the 
time of Francis I.,  who invited the Italians I1 Rosso (Maitve 
Roux, as the French call him), Primaticcio, and Niccolo del 
Abati to decorate the gallery at Fontaineblean. 

Simon Vonet was the first distinguished native artist of 
th@sch~ol. H e  was a painter of naturalistic tendency, but  

mailto:th@sch~ol
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lie is chiefly reniembered for having had as schoIars Le Brun, 
Le Sneur and other of the  niost eminent French painters. 

Kico1:is Poushin (159.h-1GG5) has eserted a most impor. 
tant  infinence upon the arts of his country, althongli not im. 
n~ediatcly apparent in the decoratire theatrical age of Louis 
XIT'., or the tawdry and heartless tinies of Louis SV.  3Iuch 
of tile sti!ted estra~xiganee, tlre claasiclrl affectation, and dis. 
agreeable colouring of David and liis school, may be traced to 
Xicolas Poussin. U~iquertionably Xicolas was a genius, and 
a painter of retined taste; but it is not a little reniarkaliIe 
that  Sir Joshua R e ~ n o l d s  should hare so highly praised his 
\vorl<s, and those of similar French painters, at  the expense 
of the great lrenetians, ~vlien, at  the same time, liir own pyx. 
tice n-as diametrically opposed to the principles which would 
be consistent with this professed ad~iiiration; and ahrn  
Engliahnuen in general find so little in French art tl~at is 
congenial to  their feelings and natrirsl predilections, or that 
they can unconstraincdly relish. Kicolas Poussin lived and 
painted almost entirely a t  Rome. There he formed his st~le 
u1)ou the antique bassi-relievi and the ancient painting linown 
as the "dldobrandiiii Xarriage." H e  has beell styled the 
"Learned Poussin," from the knon-ledge displayed in his 
con~positions, and the familiarity with ancient custonls shonn 
in  his favourite n~~thologica l  subjects. Besides the exe~l. 
lence of his composition, Poussin's design is very correct, 
though monotonous, from uniform in~itatioil of tlie antique; 
and his attitudes are frequently theatrical. His  colouring has 
gelierally a Lriclilike tone, arising partly from the darkend 
red priming showing through ;and the red and blue draperies 
in  his pictures have a spotty erect. His  constant studlof 
bassi-relieri caused the general want of linity in his light and 
shade. I n  landscape Ponssin holds most distinguished 
place ; althongh his " classical conlpositions " have nothing 0 

common ~ v i t h  contemporary Engli>h landscape art. The 
characteristics of this master may be seen to a!most as great 
advantage in the National Gallery as in the Lourre. Tflo 

sets of the " Seven Sacran,ents," one at  Belroir Castle, anj/ 
the other series, together with "Moses striking the Kg6., 
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;D the collection of the Earl  of Ellesmere, and the "Plagne 
of &hens," in the pobsession of Nr.  SIiles, of Leigh Court, 
are carnous works of the master. 

Gaspar Dughet, the great landscape painter, mas a pupil 
of xicolas, and is generally hnovn by the name of Gaspar 
Poussin, which he adopted after the marriage of his sister 
nitll hia master. H e  nas born of French parents at Rome, 

lived and piinted in Rome. We have alluded to this 
rnast,er else\~l~ere. I n  his earlier norlis he adopted the serere 
formiof his brother-in-law, but a more genial feeling per- 
vades many of his later landscapec. He paid especial atten- 
tion to what we may call nieteorological rather than aerial 

Aerial perspective, that is to say, the true influence 
of atmo~phere in conveying the impreasion of space and dis- 
tance, mas firht interpreted by his great countryman, Clande 
(Gel&), the humble pastrycook of Lorraine, who, some very 
few jears only after being enpged at Rome as servant to 
the lal~dscape painter Agostino Taqsi, appears to hare far 
surpassed his master in Tassi's own profession. Claude's 
landscapes are less severe incharacter than those of Gdspar 
Poussin, and are distinguished by their pure and beau-
tiful, though somewhat mannered, luminousness. Pierre 
Nignard, s~rndmed "le Romain," also spent the greater part 
of his life at Rome. He has been called by Dr. Waagen 
"the Sasso Ferrato and Cario Dolce of the Flench school 
united in one perhon." His portraits, particularly that of 
h a d m e  de Maintenon, are well-known. Nicholas Nignard 
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stock has been termed the German Milton." His great work 
is the  series of the "Life of St. Bruno," now in the Lou!~~. 
Jacques Callot is better known by his prints of the "JIiseries 
of War," and the "Ten~ptat ion of St. Anthony," thau by his 
pictures. Philipp~: de Cliampaigne evinces clear perception of 
character and fidelity in his portraits. Antoilie and Loui 
Lenain show a feeling for nature in their works, Jrhichii 
rare among the French. 

Charles Le Brun is the generalissimo of the host of French 
artists (query, in c no st instances) \~11o have painted the acreso! 
battle-pieces which cover the ~valls of that  palace at Yereailla 
with the modest inscription " A  Tontes les Gloires de la 
Fraxice." Le Brun's clricf performances are the fire r i p  
roilsly composed "Battles of Alexancler," painted in direct 
adulation of his master Louis S IV.  Jacques Courtois (;'I1 
Borgognone "), and 11is pnpil Joseph Parrocel, are also distin. 
gnished battle painters. Other artists of the Louis-Quatono 
era were Dufresnoy," i\Iicl~el Corneille, Clancle L e f h e ,  Bon 
Bonllongne, Roe1 Coj-pel, Jean Jourenet, De Largillih, 
IQac in t l~e  R i p u d  (the portrait painter), Jean Baptiste XOP 
noyer (the flower painter), and Louis Lagnerre, r h o  came to 
England, and is immortalizecl in Pope's line,- 

" Where sprawl the sailits of Terrio and Laserre!' 

Antoine Wattean, the painter of Lonis ST.frippery, affeck 
tion, and false refinement, stands at  the head of the paintelr:of 
what were called f~ tesg~clu iz tes ;and whatever mag be thoqht 
of the  subjects, the st?-le of this painter is exactly suitedto 
their characteristic expression, and first-rate of its kind. But 
Uoucher is the most notorious painter of the tinselleddt 
hauchery and illdecency of his time. Even Diderot thus 
characterizes him :"I kno~r-not what to sax of this man. The 
debasement oftaste, colour, composition, character, expression: 
and drawing has followed step by step 011 that  of morals." Jean 

* Bet terknor~nthrough his poem, De Arte Grc,pl~ica',nliich 
tile llonour of translation by Dryden. Dufresnoy is also the  s u W t o i  
an  epistle by Pope, and the tes t  for some valuable notes by ~ e y n o l ~  
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~ ~ ~ t i s t eVanloo came to England, was ~atronizrd by IValpole, 
and became a fa\hionahle portrait painter. Joseph Vernet, the 
prolific and excellent painter of sea-pieces and viens of French 
ports, mas the gwndlathcr of the great contrlnporary French 

of ills therneb and his careful study of nature. "L'Xccord6e 
deTlllage," the subject of ~\,hich is a father who has just pnicl 

Anti~ip~~toryof, a11c1 corresponding n-ith, the gigantic and 

and claasicdl spirit of the ancientc ; and thus forcibly, though 
tacitly, protebt against the unnlnr~ly degeneracy of a nearly 
effete age. But the general result, although in many respects 
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a fictitious representation, for the First Consul really, 
could indeed only, have ridden over St. Bernard on a donkey 
or mule. David excelled, however, in portraiture, and his 
portrait of "Pope Pills VII." is a much finer worli or art 
than any of his historical pictures. 

Gerard was a pron~inent follower of Darid :he mas an excel. 
lent portrait painter, and his "Entry of Henry IV. into Paris; 
now at  Versailles, is a remarkable picture. Gerard Gros, 
Abel de Pujol, Drolling, and Drousis were also distinguished 
paintem of tlie same school: the masterpiece of the lat 
artist is " JIarius at ;\Iintaniz." Ghricault's " Shipsrecli of 
tlie Iledusa," and Girodet's still more horribly detailed picture 
of the "Deluge," leave an indelible i~npression upon all 
visitors to the Louvre. The niost coldly classical, but at the 
same time, ho~vever, the nioat elegai~t painter of the school, 
was Guhriii. Tlie great merit of the Italian scenes by Leopold 
Robert, and of the works of Granet, Horace Yeruet, Paul 
Delarocbe, Ingres, Ary Scheffer, and other of the inore recent 
painters of the present century, is too well kiio\vii to require 
note or comment. 

6. THE BRITISH SCIIOOL. 

THEmost important early norks of painting in England were 
those execnted in the reigns of Henry 111.and Edward IIL, 
in the Painted Chamber and St. Stephen's Chapel, \Test- 
minster. These are noticed in several parts of this V ~ ~ U I U G  

and may, therefore, \vith simple mention, be passed orer in 
our slight slietch of painting in this countly. Tlie lnistaken 
but excusable zeal of the Reibrn~ers and Puritans has deprir4 
us of nearly every vestige of early English paintins and scul~ 
ture ;yet the beautiful monument to Richard de Beauchamp, 
Earl of IVarwick, in St. JIary's Church, J\'arn-ick, proves that 
in the reign of Henry VI. \ve possessed in \\'illizm Au;tal 
its designer, at lcmt one native artist hardly inferior to h'" 
famous Italian contemporaries, Donatello and ~hiberti .  
Irare, ho\verer, scarcely any record of English artists prerious 
to the reign of Charles I. Foreigners were engaged for ereg 
important ~ror!; in painting ; and, in fact, foreign artists sprY 
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peferred eve11 down to the time of Sir Joshua Reynolds-from 
whom the English school properly dates. During several 
successive reigns chiefly Gernlail and Flemish masters were 
patronized in this country. 

Henry VII. employed, among other foreign artists, the 
distinguished painter J a n  Nabuse. The despotic successor of 
this monarch displayed a comparatively enlightened appre- 
ciation of art. The visit of Hans Holbein to the court of 
Henry VIII., in 1526, has already been mentioned (see 
p. 256). This eminent, artist remained in this country until 
his death in 1554, painting nonlerous portraits re:carliable, 
evidently, for unflattering fidelity.* 

The Flemish master Sir Bntol~io Nore, as else~~liere stated, 

paiited the portrait of Queen Jlary. "Good Queen Bess" 


* I t  would appear, horvever, from the anecdote told by Walpole, tliat 
this r a s  iiot always the character of his works. Holbcin was sent by 
Cromvell, the king's minister, t o  take a nriiliature portrait of Lady 
Anne of Cleves; and, says \l'alpole, in his di~ecdotesof i'oiiiti~tg," b y  
practising tlie commoii flattery of his profession, was tlie in~ii~(,diale 
cause of the destruction of tha t  great subject [Cromwell], aild of the 
disgrace tliat fell on the prii~cess herself. He drexv .o far ourable a 
likeness that Ileiiry rx-as content to  xed  Iler ; but \\-lien lie fbulid her 
so inferior to the ininiature, tlie storm ~\.llicl~ really a h o ~ l d  ]lave been 
directed to tlie painter, burst on the nlini..ter, aiid Croni\vell losi liis 
head because Alllie was a Fla11~1e1.s not a T-cnus, as liolbeiil had i~mre ,  
Itpresented her." This interesting miniature, toget:ier wit11 tliat of 
Henry sent to  Anne, \\-as it1 the JIanche.ter Art Trea.iires Exliibition 
of 1 S 5 i .  We think that  one glauce a t  tlie portrait of .Lnne mould 
exculpate Ilolbein fiom the l i e a ~ y  charge made by \\-alpole. T l ~ e  
miniature has certaiiily a delicacy of finisii coi~iinensurate with its ex-
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employed Federigo Zncchero and Llicas de Heere, and alsothe 
celebrated native miniature painters Sir Nicholas Hilliard 
and his far more eminent pupil, Isaac Oliver (see p. 118). 
Peter Oliver, the son of Isaac, was likewise distinguished in 
this  branch of art. I11the reign of James I. TVC have to chi-". 
nicle the foreign names of Van Sonler, Cornelills Jansen. and ' -
Daniel Jlytens-the last an ad~nirable portrait painter. The 
best English artist of this reign rras Sicholas Stone, the 
sculptor. 

I
I 
I
I 

Charles I.was the most intelligent collecto~ of pictures, and 
the most liberal patron of art, of all our English sorereigns. 
To  him we are ir~dehted for the possession of Raphael's 
Cartoons, and of several fine works of art, notwithstanding 
tha t  many pictures were dispersed at  the Kevoll~tion, and 
many more destroyed in the fire at  Whitehall. In  this reign 
the principle native painters were William Dobson, sonle of 
whose portraits are equal to Vandyke; Robert Wallcer, also 
scarcely inferior to the Fle~nisll painter; George Jameson, 
called the Scottish Vandylic; Francis Barlom, linown by his 
pictures of hawliing: Gibson tlie du-arf: and Henrv Stone, 

I 

9 

' // 

i 

the son of the scul1)tor alrenclv named, and commonlr called 
Old Stone, to dihtiniS~izll hi1nvfrom his brother ~ e n l .Old 
Stone was an excellent copyist of Tandylie. The foreiyn articts 
Are still more nulneloui, includirlg Xobens (bee p. d @ ) ,  Van-- . -
dyke (see p. 26"), JIytens, Petit5t (ser p. l l d ) ,  Hont!rorrt, 
Abrahanl Diepeubecli, Sir Baltl~azar Gerbier ; Abraham VZP 
derdort, keeper of the Ling's collections; and many others- 
the list we perceive comprising some of the greated painters 
of the age. Till the painting of the Wllitehall ceilinc, it is a 
significant fact that, llotl~ing but portrait painting had found 

" - 3  

I
1
I
I 
1

I
any encouragement in this country since the time of b@ 
ward 111.; and after the death of Charles I., there 10% 
continued to be scarcely any demand for other branches 
of art. 

Sir Peter Lely succceded Vandyke, and imitated his style, 
though with far more affectation and much less ability, 
Lely painted first in the reign of Charles I.; then reerinR 
with the times, he took the portrait of Cromwell; and lastly I 
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became the favourite painter of the frail beauties of the 
dissolute court of Charles TI. Other foreign artists employe& 
at this period w r e  Antonio Verrio, Gerard Zoust ; and the 
two Van de Veldes, the excellent marine painters. The only 
native artist of yery great rnerit mas Samuel Cooper the 
miniature painter (see p. 11%).Pollo\ving in  every sense in  
the wake of Lely, as Lely did of Vandylie, comes Sir Crodfrey 
Kneller, in the t in~es  of Villimn 111.anct George I. Jol111 
Riley mas the nlost distinguished English contemporary of 

From the long-continued neglect of using any means for 
fostering native talent, ar t  in  England had snnl; abont this 
period to apparently thc lo\vest point to which i t  can descend 
in a civilized nation. A better era, however, dawned with 
the Georges, altllough certain stories are told bearing rather 
hard upon the individual connoissenrsllip of especially the 
first George. At all events the immigration of foreigners 
was checlicd by finding that  the market \ma forestallcd by 
Euglishnien with \vhom they could not compete. Almost 
the last foreign artists we llave to  mention, or \vorth men-
tioning, are Dcnner, Canalctto, Zinc1;e (the enanlcl paintt~r), 
Lagurrre, Vanloo, Xichael Unhl, Giaconio hmigoni;  aucl 
Bernard Lens, the miniature painter. The follonina British 
artists flourislled in this age of bigyips : C'11:~rles Jerras,  
Thomas Flatman, William hil;man, Sir James Thornl~ill, 
Joseph Highmore, Thomas Hudson (tht, master of Reynolds), 
and Jonathan nichardjorl.* The first p1.and monumcxltal work 
of paiuting to a, liative artist was the decoixtion of 
the interior o f the  dollle of St. P a d ' s  by Sir Janles Thornhill. 
But for the i l~terf~renceof the Earl  of Halifhx, this 
eom~nission \voulcl llare beell given to Sebastinn Ricci. The 
Italian ~vould, in all probability, have produced a finer series 
of paintings; but the Englisiln~an succeeclccl as well as might 
have been expected, and i t  was necessary to make a bold effort 

* Jonathan Kicllardjon \Tas one of the beat critics 2nd miters on 
art ahom we haTe llad in the ~ ~ ~ ~ l i ~ hlanguage. Tlle perusal of his 
Theory qf P,i,,(i,lg it ,ras alrtlkened the ambitioll of Reynolds 
"len a boy to become a painter. 
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of this kind in order to  remove prejudice and turn the current 
of patronage into its natural channel. No immediate effect, 
it is true, succeeded, simply because the effort was not con- 
sistently followed up. The best of Thornhill's decorative 
xvollis are the well-lino\vn paintii~gs in Greenwich Hospital. 

Willianl Hogarth, the son-111-lam of Sir James Thornhill? 

* The union of tlic daughter of Sir James Thornhill with Hogarth 
itllen in liis tllirty-second or thirty-third year) r1-as ~vithout the eolisent 
of her parent.; and Sir James, tlie rich, prospcroua, and highly. 
lionoured artist, was, very excusably, not easily reconciled to thematch, 
considering the youth of his daugllter, then barely eiglltcen, and the 
elender fina~ices of her hu-baud, 11-1io was as yet" all unliiioan to fame!' 
Lo\-e, I~owever, seems to have bee11 the great stimulus to Hogarth'b 
genius, for rliortly after his marriage he began his celebrated series ofthe 
" Harlot's I'rogress ;' JIrs. Ilogartli norv contrived, a t  her motlier Lady 
Thonlliill's suggestion, to  have some of Nogartll's pictures introduced 
illto Sir James's dining-room as a surprise. Tliis being accordingly done, 
xviien Sir Jame. learut they nere tlie productions of Ilia son-in-law, he 
mire!?. said, " tlie man who call produce sucli representations as these, 
can maintain a wife ~ritllout a portion." IIe soon afrertvards, hott-erer, 
became both reconciled and generous to  tlie runaway couple. The 
young lady Hogarth had married, tl~ougli bred in comfort and affluence, 
made the poor painter a truly escellenr wife. There is indeed come- 
thing toucl~ingly beautiful in lier conduct through a married life of 
more tliau iorty pears, and in tlie respect \vlV,ch she rrinced for her 
huebaud after his death. I11 PO\-erty, trial, and disappointmelit she 
chetwed him ; in amiction she tended and consoled hiill ; under the 
bitter attacks of \\-ilhes, slid Churcliill, and tire supercilious, puxe- 
proud in~pertinence of \Yalpole, she conlforted him ; liis escal)ade>~ith 
boon-companioiis and bruther artists she forgave; his early errors she 
forgot; r l ~ e  was blind t s  his defects, aud constant to  his memory. In 
t l ~ eJIaiicliestcr Exliibitio~l of Art-Treizsiires (ls5i) there were three 
portraits by IIogartlr of this estinlable woman. The first represented 
her young and pretty, as she may have been soon after the marriage; 
the s e c o ~ ~ d ,  iildicated a seihible, kindl1, in matronly middle-life-both 
;~niiablenature ; in tlie third (with the features some%,-hat idealized),fhe 
appeared as"  Sigi>munda" holding tlie urn with her husband's Ilea* 
This last portrait i l lu~trates a curious passage in the artist's Ilistor).. A 
*'Sigisn~unaa," believed to  be by Correggio, but now attributed to F U ~ ~ ~  
(a far inferior painter).l~ad been sold a t  Sir 1,uke Scliaub'a sale for 40"'. 
This price, fetched by a poor byecinlen of an " old master," su elcited 
Hogarth's indignation (rt-ho x a s  Tvretchedly paid fol. his beet 11-ark and 
h2dju.t received only 16ul. for his series of six pictures of "JIarriage 
a-la-Ilode," ~lolv i u  tlie Sational Gallery), tha t  he is said to  haye 
solved to paint in competition this picture for ~vliicli liis !$-ife serred 
as model. Be this as i t  may, Hogartli-~vl~o after all did not orer- 
estinlate his high-art qualifications so much as TValpole and ~eynol* 
have given tlle cue for sup:~osing-xvould not sell his picture for 
smaller stun than the 4001.,and charged his ,rife not to part rrith itfor 
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isthe first great name in the history of British art. Un1il;e 
his (in some respects) greater conten~porary, Sir Joshua 
Reynolds, he had, homever, little direct ir~fluence upon the 
artists of his time; to Sir Josh-~a ,  therefore, is assigned tlie 
honour of being the head of the British school. The very 
extraordinary, and nearly alpcays nlorally directed, satirical 
and humorous invention displayed in the ~ o r l i s  of Hogarth, 
and the acknolvledged value of' his pictures as records of life, 
manners, and costume, have led many to depreciate his very 
high technical merits as a painter. Against this ul~just  esti- 
mate he has, however, been ably vindicated by the kindred 
spirit,-Nr. Leslie. Hogarth was bred an engraver of crests 
and ciphers on silver salvers, sauceboats, and spoons; but 
he preferred to gain a scantier subsistence by engraving 
prints fbr booltsellers, and lie often sold some of his plates for 
little more than the value of the copper. As a portrait 
painter, holvever, he was inore successful. His onn portrait 
in the National Gallery, that of Captain Coram in the 
Foundling IIospital, and Garrick as "Richard III.,"in Lord 
Fecersl~am's collection, prove his ability in this departluent. 
But his fame mill rest, as long as good painting is appreciated, 
or wholesome satire relished, on the three great series of 
"31arriage k la lllode " (in the Kational Galleg), the "Ralie's 
Progress," and the " Harlot's Progress." 

Owing, perhaps, to his defective education under Hudson, 
Sir Joshua l tey~~olds distinguished himself (1723-179'2)never 
in his drawing of' the human figure ;but after his three years' 
residence in Italy, he displayed on his return to England 
qualities of colour and e%:ct, and a technical originality, then 

less than 5001.  after his death-an injunction n-llich she obeyed drrring 
years of wido&-hood, the declining circumstances of the latter 

part of ~vhicli were rzliered by a small pension from tlie Itoyal Academy. 
we have given this tribute to the nlernory of a heroine, hecause 

of sincere attacllments and "lore marriages," as they are 
'aile6, in the development of the genius of painters, is not recognized 
'"'it is in the case of poets, although probably almost as Po\\ erful i n  

One Case as tlle otller. Sir Joallua Reynolds is one of tile Very few 
great Painters to  w-hose name some associatiou of the kiud does not 
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railed, and mhere Kneller in painting \\.as placed on a level 
r i t h  Shalihpeare in poetry. These qualities, as beautiful as 
they were new, but still Inore his brilliant success as a portrait 
painter, and Ilia subsequent elevation as first President of the 
Royal Academ-, founded under the auspices of George 111.-
an elevation 1s11ic:h the painter justified equally by his pencil, 
his adruirable Discoui.ses, and the general urbanity yith 
\vliich he upheld the "dignity of the dying art," ob-
tained for Re?-nolds such au intl~ler~ceover his conterr~poraries 
and secured him SO nlany follo~vrrs, that  he is, ns already 
renlarlied, firir!~ entitled to ranli as the head of tlie British 
school. Few, ho~verer, of the \vorlis of Sir Joshua justify 
the encomiums of his biographer Sorthcote. Though Titian 
ancl Renlbrandt were his models in colour and chiaroscuro, 
hedid not equal the simple breadth and richness of the great 
Venetian, nor the force arld effect of the Dutch master. His 
most succersf~~l (at least his best preherved) effort in coiour 
is the portrait o f"  Nelly O'Brien," in Lord Herttbril's col- 
lection; another masterpiece is thc magnificent portrait of 
" Xrs. SidJons as the Tragic Xnse,"in the Dnl~vicl~ Gallerj. 
The taste m ~ d  fancy of Itey~lolds are seen to especial advantage 
in his portraits of TI-onlen, ancl of the children whom the old 
bachelor loved so well; as, for example, in the large portrait 
composition in the Satioual Gallery, repre~enting three sisters 
drcorating a terminal figure of I-Iymen ; in the  "Stranberrr 
Girl," ancl in "Puck." For the beautiful glazes, and the rich 
and creamy impasto he so much coveted, ReJ-nolcls paid dearly. 
Half his life was spent in experiments ; and Northcote tells us 
that  he deliberately scraped away and destroyed Vetletian 
pictures of value in order to discover their technical secrets. 
H e  endeavoured to unite the best methods of the Flen~izh and 
Venetian masters ; but his ~rac t ice  usually inclines, lilie that 
of the English school generally, to  the traditions of the 
former. The decay of so Inany of his worlis is attrituted to 
his introduction of was and other incongruous ingredients 
and mistores ; to the use of lalies, (j-ello\v) orpime1lt, and 
other fugitive colours; and to the varnishing of glazes of 
asphaltum \v!licll Tere not dry-crackillg being the irlevitable 
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consequence. This last practice is, unfortunately, apparent i n  
its resnits in most of TVilkie's pictures. The ase of nax to 
gaill substance and testure was a ilovelty ~vllich has fo'ouricl ver,y 
few imitator*. I t  is probable, however, that  the vehicle of 
Reynolds had little to do with the rapid deterioration of inany 
of hi3 \vorlis. At all events, i t  mill not esplain the destruction 
of so many modern pictures ; for, as l l r .  Redgrare remarks, 
in his Xotes 0 1 ~the  Sheepslrn1~7isCollectio,~,there are 
numerous pictures in a perftctly souncl state, though known 
to have been painted with a totally diifereilt media. " I n  our 
own time we believe IIulready paints with copal, Landseer 
with a mastic ~iiaguilp, Leslie with the sarllc [uhing freely, i t  
mould appear, essential oil diluents] ; and other media are 
employed by artists whose ~vorhs show no incipient flaw or 
defect." 

In one of his Discoz~rsesReynolds euloqizes Gciinsboro~~gh 
as a landscape painter; but seems, from jealousy (?), hardly 
ever to have recognised him as a portrait paifiter. Xonr, 
homerer, pxblic opinion has placed the fanlous "Blue Boy," 
the "Xrs. Graham," and other well-linown portraits by Gains-
borough, on a level with anything by the President 
himself. Itornney supersedecl Reynolds as a portrait painter 
for a short period, even in his liretime ; but  Homney's chief 
excellence is shown in llis poetical conceptions and his cartoons. 

Benjamin TVesi, as an historical painter, is already compa- 
ratively forgotten, although the sacredness of nlost of his 
subjects still secure him a certaiu popnlarity; yet he deserves 
to be honorably remembered for the courage he displayed in 
the picture of the " Death of General TTTolfe," in breillii~~g 
amay, even against the advice of Sir Joshua Reynolds, fro111 
thp  absurd practice the11 prevalent of representing the actors 
in modern events in  ancient costumes. Barry's efForts in  
high art, in the Adelphi, lye have already mentioned (see p. 
186). His writings on art, together with those of Fuselipin 
many respects a sirrlilarly wayward genius-are, no t i~ i th-

occasiona1 extrava~allce, estromely ralnable. Other 
deceased historical painters mere Opie, Harlo~ve, Korthcote, 
Co~ley, Westall, Hilton, Martin, Haydon, and E t t ~  

1 
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Besides the foundation of the Royal Acadeniy, other im. 
portant er~couragenlent of the higher branches of art lras 
afforded about the end of the last century, by the formation 
of the Socirty of Dilettanti; by the prirate enterprise of 
Boydell in tlie Shaksprare Gallery ; and by the estaLlisliment 
of the British Inbtitution. 

Sir Thomas Lawrence took the place of Rejnolds, in por- 
traiture, and though r i t h  less of genius, was equally successful. 
Conipared to Rey~lolds, the taste of Lanrence in expression 
inclined to the meretricions, and in colour he is poor and 
cold. Xevertheless, the portrait of " the beautifil" Duchess 
of Deronshire, arid some others, hare allnost the grace of 
TTandylce. Hoppner, Oiren, Raeburu, and Jaclison were also 
distinguished portrait painters. 

111 gezre, Bird, Smirlie, Stothard, and Se~r ton  deserve 
mention ; but n'ilkie is, of course, pre-eminent. Wilkie's 
" Blind Fiddler " aud the "Village Festival," in the h'ational 
Gallery-the "Village Politicians," the "Rent Day," and 
"Blindman's Buff " - -d l  bear comparison rritli aiiT ~ I Y O ~ U C -

tions of the Dutch school. 
I n  landscape the English school, tal~ing into consideratiou 

merely the works of deceased ~nasters, is unquestionably the 
first in Europe; snpported as it is by such llailles as Wilsoll, 
Constable, Calcott, P. ;?iTasmjth, Xorland, Slii!ler, Honington, 
and, greatest of all, Turner. The works of Turner are nor, 
however, so universally appreciated, and theg hare been crib 
cised so exhaustirely by Mr. Rual;ia, that any attempt on 
our part to give an esti~rate of tllelll \you14 be ~u~ererogatorp 



T has been seen that the use of, more particularly, ealths 
and minerals of different colours, diluted mith water 
alone, or water mith which some ingredients not oles- 

giuous, had been combined, and applied for pictorial and 
ornanlental purposes, is of the highest antiquity, and that 
painting with oils, or oleo-resinous vehicles, is a compara-
tively modern invention. The modes of water painting to 
which we allude are, of course, tempera, encaustic, and fresco. 
Water colours have also been extensively used even in the 
execution of oil pictures, of which practice our own Turner 
affords anotable instance. But many, especially of the Flemish 
and Dutch oil painters, from the earliest period arrived at  con- 
siderable technical excellence i11 the separate practice of mater- 
colour painting. Adrian Ostade, and that universal genius 
Albert Durer, have left us several examples in the shape of 
detached studies ; and portfolios of Renibrandt's drawings are 
preserved in the British Xusrum. These, and even the dis- 
temper cartooils of Raphael and Nantegna, are, however, 
little more than simple washes of water colour-the more 
recent processes by vhich effects are obtained nearly equalling 
the depth and power of oil painting, and vhich "promises to 
render water-colour l~aintiug the rival of oil in its age, as it 
was in its infancy," were then unknown. 

THE PAPER. 

WATER-COLOCBpainting surpasses oil in the purity and 
clearness of its tones, which arises from the transparericy of its 
medium ; i t  therefore excels in expressing the freshness, 
visacity, and brilliancy of nature. But its iuost distincti~ e 
mrit is seen in the realizatiorl of aerial effects and varied 
depths of distance. Tllebe peculiar escelleiices-the refreshillg 
brightness and pervading sense of atillosP!,ere-n hich can be 
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obtained by a tyro in water colours almost as successfully as 

nation of light on the latter and half-light in the  former. 

ceiring less colonr (if a mash), and therefore retaining their 
reflective lustre; :;.ff'ord the truthful and heautifnl luminous. 

monest faults of painting in  water colonrs. 

of the very coarsest milboard." 

The paper most generally used is of nl!at is called " ~ m p e ~ ~ l ' '  
size (80 in. by 2 1  in.), under which name the best and greatest varieti' 



Alterations, Corrections, Jc. There are other secondary 
adrarltages resulting from the grain of the paper. Rough sur- 
fdees, soch as walls, gravel and sand, are imitated very kl i-  
citouily by ~nerely scraping the projecting gra~~ulx t io~ls  of 
the paper with a knife, rubbing them with sandpaper, or 

over them a wet cloth or sponge; bj- ~vliich operations 
diferent degrees of roughness are given wit11 the removal of 
more or less colour from the pr~ject~ions, by the driving i t  or 
into their interstices. The hardnes.; oi' the paper used will 
admit of these operations, arlcl also of repeated clanipings 
and conlplete immersions, 15-itliout becoming what  is calied 
" noolly." 

So that, if to these be ailded the greatest facility in erasing 
or effacing-even the power of cctting out a spoiied portion 
and inserting clean paper in  i ts  place; the use at  will of 
transparent or body colours, either nlixed or separately, or 
the one upon the other; together with all the styles of execu-
tion conlmon to  oil, such as hatching, stippling, stumbling, 
glazing, or spreading an opaque tint-it will be sufficiently 
evident, contrary to what is generally supposed to be the case, 
that the painter in ~vater  colours can malre alterations and 
n10difi:ations in his work with as nluch success as the painter 
in oil. 

Sketches. The artist in the progress of his work is gene- 
rally beset with unforeseen difficult it:^ : for a thousand purely 
accidental circumstarlces occur in the course of the material 
realization of his idea. The coluur, for example, dries irregu- 

of texture and thickness can be obtained. For large drawings, car- 
toons, and engineering plaus colossal cartridge paper, as i t  is termed 
(manufactured by Fourdril~ier's ingenious proce-a), may be purchased 

ft. €in. wide, and more than lo11g enough to  reach doubled fro111 tlle 
top to the bottom of the JIonuln.ent. Grnduaiecl tinted papers are also 
Sold of various groundrvo~.k preparatory hues, for daylight, nloonlight, 
and other effects, and from lx-l~ich t l ~ e  .'lights" of rile painting are 
scraped out. Papers of' \\-ilatrna11's milnilfacture are e-teemed for 
POases%ing sufficient i1ardne.s to  re>iit moderate frictiou \vitliout be- 
coming '' woollv," as it is called. That the paper st~ould be properly 
"zed is of greai importance. If sized too strongly, col0ur will not float 
Or work well upon it, but bvill look hard and streaky. If sized too 

the colour will be absorbed illto tha fabric, and appear poor
and dead. 
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larly, or collects in unsightly blots ; or his brush is too play 
ful, thoughtless, and disob~dient, or too stiff, formal, and 

iiii '114$ 
mathematically exact ; h;s eye wanders, or sees either too 
much or too little, and his hand quivers with nervousness. or 1 
is cramped rl-ith rheumatism. These accidents the young 
artist, intent upon the exact imitation bit by bit of what he 
sees, believes to be unmitigated evils. Gradually, honerer, 
he becomes more certain of his ability of surmounting the 
obstacles thus presented, and with experience he can Illole 
readily anticip'ite the ultimate effect of the union of the 
various paris; his attention is therefore more at liberty to 
esaminr the iiatnre of these unforeseen eff'ects- lien, to his 
great astonishment and delight, lie finds the accidental blots 
and blurs may be easily " worked in," and often suggest -- 
beautiful little passages, which excite his imagination, and 
enable him rvith a little tact to snatch " a grace beyond the 
reach of art," at  least, of corninonplace niechanical art. He 
a ill find, for a single instance, that if lie wants a firm outline, 
he can obtain it by applying the colour in a very liquid state 
and waiting for the dark edge mllich it forms in drying; 
and he knows at  the same time thatcolour thus laid sud- 
denly, and confidently left to dry, preserves a much greater 
beauty and purity of tint than if dragged about and dia-
turbed. 

But nothing is found to contribute to variety of accidental 
effect inore than the inequalities ofthe surface chose11 for paint- I 
ing. The taking advantage of such effects permits the more 
rdpid coilipletion of a sketchy generalized resemblance of an 
oLject. This is the reason, therefore, why very rough paper 
is a l ~ ~ a ~ s  chosen for sketches in v-ater colours. But the 
rough paper has another recommendation for this purpose; 

z 1 
nliicli is, that the inevitable inrperfectiuns of a sketch are 
hidden, and an appearance of Gneral harinonv and finish -. 1 
giTen by the recurrence at  regular intervals of the granula- 
tions of the verx coarsest paper. The reason ,~-lly water 
colours thenisehes are much Getter for sketches than od, 
aiihes from the fact, that sketches in oil, though kept In 
portfo!ioa, undergo gl eat discolouration ill short time, onillg ' I 



W-kTER-COLOURS : THE PAPER. 

Ha~tgitzy. There are xet other considerations connected 
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on the contialy, upon nliich the colour is bioadly t lo~ted,it 



have the sky very tenderly gradated from left to right (having 

been painted with the light on  the  left) ;but if this picture is 

hung 7vitli the light from the opposite side, the gradation of 

tone r i l l  be partly neutralized. And, furt!ler, the effect of 

the surface and testnre of the oil paint dcnlands nttent , n to  

the rule. For, i t  mill be observed, that  here the artist has 

"loaded" his colonr in order to  give brilliant "catching" 

light$, when the illuminating ray3 impinge at  a different 

angle, much of t!le spirit and feeling \\-it11 which tliese hare 

been touched 7%-ill he lost; and, eren if the SU.I.GC~ 
has been 
clogged with ~ a r n i s h ,  either a shadow is prcjccted instead, o r  1 the light altercil in position, and the ~rhole  work reildered 
more cozrxe and rongll. 

Such contingencies as these-so prejudicial to the artist- 
togetbier nit11 the still more ir~juritrus one, in a general es- 
hibition, of the juxtaposition of' unforeseen colour in neigh- 
bouring ~vorks (n-hich the most carcfnl collocation of pic- 
tures cannot prerent)-these and such like agencies have 
so porrerful, though uusnspectecl, an eKect npon the eye, and 
tonsequent n~i+leacling influence 11pon t l ~ e  judgriient, that they 
~hould be frequently pointed out to  the public, for few but  
artists tlienlselres are sufficiently sensible of their existence. 

Even miniatures, which, from tlie perfect s~lloothness of 
the ivory on which they are painted, mig!lt be snpposecl to be 
free from the rariable effects a t  least of grain ancl texture, 

yet found by miniature painters to be not absolutely be- 
Yond their influence. For, though the texture is so dense 
ud the surfice so perfect!^ smooth ;yet in  the substance 
of the ivory itself, especially those parts of the sheet not 
Sawn out of the very heart of the tnsk, there is a liind of 
Wavy striated appearance, resulting fro111 the alternation of 
layere or tlireacls (somewhat resembling the grain of wood) 
of more or less transparency. And as in ~niniatnres the soft , 
tone of the ivory is  seen throngh the  more thinlg painted 
passages-as in the face-one becomes, upon close esaniination, 

thetePresentation, and could no:, if he mould, paint for the picture to 
Iwk better in any other light. 

2 



292 PAISTING POPULARLY EXPLAIKED. 

just seasil~le of an eEect analogous to that  of paper, though 
i n  a far lrcs degree. For a fen, additional remarlis on fie 
subject of "Eiangiilg," see Appendix, Xote G. 

PIG3IESTS, BRUSTIES, ETC. 

The Pfpze/ i t s .  The sanie great distinction obtains in rater 
colours as in oil betneen tlie transparent and the opaaile 

the addition of vliite. Colotlri tliiis iendered opaqlie, together 
1 wit11 tho>e nhich are in their own n:itule opaque, 

are (as alre.idr observed), from their greater solidity and sub- I 
stance, termed body colobrs. The peimanent ectithy and 
mineral culonrs n ere clliefly u s ~ d  in ancient nork5 ;a id  these, 
togetlier n-it11 a fen, transparent coloura, such as sepia, indigo, 
and Iiidian ink, satisfied the early water-colonr artizts of this 
country. As t11f a r t  advanced, richer as n.ell as more deli- 
cate, tl~ougli less permanent, colours were qilickly added ;and 
as the deii~aiid increased, rarious in1proren:ents were 11iade ill 
tlie piel~dration of water-colour piytnrnts by the artists'- 
colon~ineii. Chemistry has supplied niany entiLely nev 
colou~s, ce\ er2.l of n hich are as fugitive as they are be'tut~ful. 
It is, indecd, somewhat strange that in the \\oiideifully rapid 
advance of this science it has not discovered ally iueans of 
rendering permanent such colours as the beautiii~i tvansparent 
vegetable J-rl!oxvs, the splendii! red, carmine, and other t:nts 
obtained from the cocliineal insect-colonrs which are almost 
iiidibpensable in flo~r-er-painting. 

Tlie necebsity for the use of the colours from cochineal no 
1 Ion-er in such force since the introduction of exists, l i o ~ ~ e r e r ,  

the improredn~ethods of preparing pigmenta ft om the colouring 
matter of the root of the madder plant. Tl~ecolouwextracted, 
called rubric or madder lakes, thougl~  not I ely rix id In abbtraci 
poner of hue, vary in t int  f ~ o l n  the most delicate lose to the 
deepest purple ; and bein;. more transparent and f,tr lllore 

nerinanent than the old Inliea, and walking- nell both In 

water and oil, they are exceedingly valuable to the painter. : 
These pigments, now so exteiisirely used in dying and the Iiudustlial arts, rre owe to  t l ~ e  investigations of science. The 

I 
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is liliemise indebted to tlie chemist for another pigment, 
pre-erni:ie~~tlyserviceable as a water colour. We alllicle to the 
white* from zinc, called "Chinese mhite." This, 
though a nmetallic nrhite, aljpears to bc q l ~ i t r  pernianent, un- 
like all the rvhites prepared Sroni lead, ~vhich \\-hen used with 
water are changeable eren to bl:~cliness, sully other tints 
with ~ l i i c h  they nlay be brought in contact, and are far from 
inlioriour to the person using them. 

so \ r ,  the use of white constituting, as me have seen, the 
geat distinction i n  practice ter:ned '' body-colonr" l,ainting, 
and nearly all that  is characteristic in  the 11-ater-colonr a r t  
of our o11~n time, in so far csprciallS 2s i t  is i~llitativc of oil 
painting, being attributable t o  the  abu~ldant  use of wliite, it is 
evident that an eligible white pigment is extremely desirable. 
The leaden blackness which v e  often find in the place of the  
highest lights i n  old water-colour paiotiiigs, proves that  t h e  
whites then used cainiot be relied upon. dncl d though the 
terr~ne and barytic 1vhi:es have enough body to  allow of 
being apylied in  thickness and sufficient to inlitate 
the enlbossed eff'ects of oil yet the terrene ~vhites, 
from their allialine nature, are ii~jlirious to nlaiiy colours i n  
water, 2nd baryticlrhite does not worli pleasantly-does not, 
from its clogging, pasty n:tture, deposit itself on the paper 
freely, follo~ving the lithesonle pla? of the brush ;and therefore 
dops 1:ot admit of con~petition \\.it11 tlie fascinating freedom 
of handling I!-e admire so much i n  the oil pictures of, for 
example, Teuiers and TVilkie. B a r ~ t i a  \vhite-called "con-

bii!iancy, however, r h e n  used ;'.lone, sometiilies reconllnends 
its use for the very highest lights. 

' As hefore observed, me use, for greater convenience, the terms 
ml0ur and pigment as convertible. " The term colour is equivocal 
When attributed to  tlie neutral, !\.hite, black, and grey ; yet tlle artist 

bouuli to regard them as colours, and in yhiloso&~hicstr ictne~st l l e ~  
aresuch la:ently, eomponnded and compensated, for a thing cannot 
but be that of which it is composed, and the neutrals are coiupojed of 
a d  WIuprehend all colouw."-Field. 
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But  Chinese white is undoubtedly t l ~ e  nearest approach to 
the  clesideraterl white water colour-that colour \vIiich should t 

be generally scrvicrable; ~vliich, while pern~:~iielit citsrlf; sllol11~ 
not attack other colours when united with them ; ~viiicii should 1 

maintain the  s a ~ n e  tone when \vet as it h;ld when dry;  which I 
might be applied in  opaque washings, and xvould corer aIid I 

conceal a grouncl darker than itself; wilich ?;ilouId liave $0 f 

much strength and body as to athrd, if reqaired, actnal relief I 

to  each touch, arid yet be susceptible of extreme te~iuit?--~ ( 
colour, in fine. \\-hicll, like gold itself, should be preciou3 ii,om 1 

its own i:itrinsic beauty, and yet capable of receiving at the i 

hands of the nrtiat the greatest possible a n ~ o u l ~ t  1of extrinsic 
value, whether \I-ronyht and Sa>liioned in dense mabses, or 
scattered ill air)- Ivaif6, or spread oat in floating fi!ms. 1 

Pig~nents,  \\-lien eniployecl \\-it11 water, differ very niuc1l I 

more tlian united with oil in their several ~t-orki~jg ~ ~ l l e n  
qualities. 1Tnhrtur1ately tlie most pernianent are the most I 

unmanageable. The beautiful transparerit but Sti#itire rege- 
table colours 11i:iy be laid in  even mashes with tllc utmost , 
facility; bid tlle oparlue earths and minerals, having greater 
specific gravitj-, xi11 not tioat so readily, but their l~~lrticlt.s 
remain v-11ere left by tlie brush, and 3-et are too t.oarse to 
penetrate the pores, so to speak, of tile p:iper. Tlir 
rule, that  a ~iiucli purer c o n ~ p o ~ u ~ d  hue n i a -  be i~roduced by 
passing one tint of different cl~e~nicnl  character over another, 
tlian by applying t h a n  nlised together, hol~ls ~vitllmore 
force in water-colour painting than in  oil. 111such operations, 
however, as the earthy and niiiieral coloura xvill not bear 
friction, they nlust be applied last.* 

* The p i p m e ~ ~ t r  are prepared for uac in three firms ; viz.. na tlrj'cuke 
co!ours, a -  l izu;.~tc01011rs in cartlien\\ are pans.rnd in rh? cornpartnl?nr~ of 
tin h u s e ~ ,  afitlin a brill softrr s t ;~ teenc lo~rd  Thein metal coiiayaiblef~rbe~. 
first is tile earliest of tile niodcrn inodes of preparation ;but cake colours 
were long iul~jcct to nlauy ob,ii.ctions, aucl~ as dEying and crumbling with 
age or in XI-arm clinlntes: \\-itll more c:~refnl g~incling, llo\l.e\.er, and 
o t ~ l e r  in~prorements in their n~anufacture, tllej- are i l o ~ r  less liable to  
crack ; ant1 from being hard and gritty.they have become ccirnl~ardtil.~~~ 
smooth and yield a iirnier body of tint. Anti a nnnlrrou. class IJ' 

artists consider them to have aclvnntaees over the moist cIJlours, as 

regards purity of tone and yerfdction of wash, ant1 to be therefore elPC-


http:llo\l.e\.er
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Brzrshes. The sinaller ltinds of brushes are still sometilnes 
termed "pencils ;" but the use of the word "pencil" instead 
of " brnsh," as distinctive of and pecnliar to 11-ater-colour paint- 
ing, has become obso!ete ; and n i th  reawn, for to cover ra-
pidly with floating colour the large surfaces of nioclern works 
in \rater-colour, requires brushes allnost as large as any needed 
for painting pictures in oil ; altliongli, to avoid abrading the 
more delicate texture of paper, the brushes must not be made 
(at least for all ordinmy p~actice) of anything so coarse as 
h o p '  bristles. Such poetical expressions, by the waj-, there- 
fore, as "delicately pe~lcilled cgel;ro\rs," may possibly in time 
beconie as far-fetched as figurative. 

Bron-11 s;lble is the hair generally nsecl, being pliant, yet 
firm; but brushes made of red sable, and also the sqnirrel- 
or "camel hair," as it is callecl-are uscfill for some purposes. 
Brushes of brown sable are generally made by the insertion 
of the hair into quills ; hence tlie size of the brush is recog-
nkerl by the varions Ilaines of tlie birds which supply tlie 
quills employed-as eagle, svan  (of various sizes), goose, 
duck, and crom. The eagle brush is r r r y  large and expensive, 
an4 seldom used. The duck and crom sablcs are eiriployed 
for delicate markings, as in branches, foliage, and archi-

tially suitable for nliniature and tiower painting. When the c o l o ~ r ~  
are required for use, the snpply is obtained by dipping the cake3 i n  
Water, and rubbing them on clrina palettes, or, when a larger quantity 
ia nanted, in the troughs of cllina tiles, in plates or saucers. l l l e  

omit  colours are now yery esten>ively employed for ordinary water- 

Colour painting. For sketching from nature, from the readiness and 

facility with \\-l~ich an  inexl~austible supply of pol$-erful colour ma)- be 
obtained, they supersede all others. Ttrey are especially conveilient 
and advautageons for the learner. The colour is obtained by gentle 
friction with the point of the brush charged with water directly on the 
Pigment itself. The colours prepared in tubes are still more moist, and 
necessarily so for moderate compression to be sutlicitnt to eject illem 
frontheir collapsible receptacles. These metal tubes are precisely of 
the same description as  those whiclr c o n t i n  oil colours, and the ~ ~ d t e r  
Pigments in them are of, as nearly as may be, the same consistence as 

those in oil. \17ater coloure so prepared are oiily needed for large works, 

and when a very considerable body and breadth of colour is required 


be laid on in a sllort time. 7T11en used, the top of the tube is nn-
Ecre~ed,and the pigmellt pres*ed ont till i t  forms a little hillock, 2s 
largeas needed, on tile pllet te:  tile whole is, in fact, simply borrolved 
from the practice of oil painting. 
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tectural details. Flat  brnshes, in  Gerinan-silver ferules, are 
PC

liken ise employed ; ronlld brushes are also siulilarly enclosed, co 
and they have the recomnlendatioii of not splitting liLe the T 
quills. P' 

LEGITIJIACY O F  PRACTICE. h 

th 
FEWsubjects in  art  have been more contested than that of to 
legitimacy of practice in  water-colour painting. TYe have ad 
~:lready seen the distinctiori of "body" colour, and for and W( 
against its use the contelltion has been principally raised. To gl
show the diversity of opinion maintained x\-e niay quote of 
from trvo or three \\-riters 011 the subject in question. Sir. $P 
Frank Horard ,  in his excellent bcok on Coloui. crs a ,Veaas B 
o f  Arf ,  saj-s t o  tliis efect : " I t  is to be regretted that, in te 
some feu;, and those instailces, the adrantage of of 
transparency arising fkom the legitinlate use of water colours re 
should have beer1 thron-11 a n a y  ~vithout  obtaining any eqnira- de 
lent othcr than that  of liidiilg or correcting blunders, and 
that  attempts sliould have been made, by the use of opaque D 
bod^--mloura and a similar method of \\-orliitig, to illlitate the tQl 

effect of oi l-~~ainting.  I t  is true, tha t  opaque TX-atercolours sP 
are supposed to ham a11 adrantage over oil colours in light th< 
and ljriliiailt parts, and particularly in distances, in con- WS 

sequence of the tendency of the oil to collie to the surface. col 
On this account they are said to  be used bS Turner in distant ih 
parts, when he desires to attain great clearliess and pmity of m: 
colour. But  used fur water colours, the only advantage of Hi 
water colours is ahaildolied without obtaining the equira!ent of 
of richness arising from texture in oil, and the purity of the hi. 
one art  is lost ~ ~ i t h o u t  obtaining the force of the other." il. sh, 
s o m e \ ~ h ~ t ,  thlsimilar viexv is taken hy 3 5 .  Gurntt ill the follo~ring 
remarks, fro111 liis P ~ . a c t i c a l  Essays o,z theFiize Arts  :"The 
freshness, the lunlinous property in fresco painting, is a cham a 

rrhich no ~a te r -co lour  drawing ought to  be deprived of, and see 

which no oil pictare cal; coiltend \vitll. The strongholds of OU! 

col 
oil p d i n t i ~ ~ g  deep-toned Oflie ill tlie darlis, and those ju ic  
shadows ~rl iere lighter half-tints are seen floating half-vay uae 

t
down. The characteristic beauties of r a t e r  colour are in the Q 



lights, and in those flat washes unattaiuable in oil 
colour without giring an inferior luolc to the ~vllole xvorl;. . . . 
The poiver, t!len, of retaining and airing back lib.!lt is the 

property of water colour, or rather of tlle paper, 
which ought, therefore, to be preserved at ally sacrifice, as 
the artist has not tlie rich, pulpy, an& u~~c tuous  g i i iz i~l~s  
to give in compensation for its absence." The11 111.. Ennlet 
adds: " h ~ l d  though the genius of Girtin and Turiler did 
wonders in removing xvater-colour dl.a\rings from Inere toyo- 
grap11ic:il achievements, it is oiilj. no~v that the capbiii tks 
of na:ci-colour paintiugs are bcgin:iing to be percrired and 
spreail c;rer Ellgland. The d ra \~ i~ igs  of Levis, Catter~uolc, 
Warding, and [W.] IIunt, slioiv xvliat call be clone in eEect, 
texture, and colour ; and \ve sliall mgret i f  the i~itroduction 
of so perishable a ~naterial as body cdlour, or a ~i~eretricious 
perversion of talent, for tlie sake of attracting applause, 
destrcSs all renlains of simplicity and tvuti~."* 

Mr. Kurliin, on the contrary, says, in his EZc-77iezfs of 
Di*crtciny,tllat he is inclined to tliinli there slic,uld be no 
toutl~ witlic~ut ~vllite, and ill several lxtbsagcs in liis ~vor1;~ 
spealis l~ig!ily in ivai?;e of body colonr. Tile earliest artists 
themselves, 1o:lg after they llad emerged from their sepia flat 
washes, generally, honerer, considered the use of op::que 
coiorir illegitimate. Turner rvas oce of the first to b;e:di 
through tliis, as all otlier material restraints. "To this 
master, in fact, is o ~ ~ i n g , "  it has been ohserredf by N r .  
Holmes, "ail the great i~liprorements ~vhidl  hare talien place 
of late years in water-colour dra\ving ; for, in the course of 
his career, he introduced the use of varm tones into the 
shado~r.~ ofin the picture, and gradually discarding the use 
the vegetable colonrs, 1112 attained even a Iliglier of 

'There appears to be an  inconsistency, or a 12012 seqf~itzfr .Ilere, 
that at the dnte ~T-l~en tllezr Ee,a!-s Ix-ere pub1islie;i (1S4h), tllree 

Out  of the four artists l a a t  na,ili.d employed almost exclusively body 
"lours. 31r. Eurnet probably illreilded to allude to theearlie-t practice 
Of tliose artists, xx-l~en ~ v ebrljt.\-c t11t.j- al i  worked in 11-nalled tints, and  

opaque colours sparingly. 
t See Introduction to tiic Collection of ~\*ater-Colour Drawings in the 

CaZek~5Juttlre ~llalla,zchr.stcr 15.57.Of Art-ll;.cacu1.es E.rlrrbili~~~, 
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brillia~icy in his ~vorli, by reintrodncir~g the  use of those 
nhieh are for111ed from nzineral bases, ancl \\-liicll~-ie I i a ~ - ~  
seen in the iilstances of the pictorial rcpreaentatioils on the 
moat ancient nioilurne~its, still, after m a n -  ages. preserve 
their bri!l;aiicg unimp,~irril. Txtner's ~rorl :~,  however, are 
strictly esaml~les of 11-nter-colonr d ~ a w i n g  ; hilt since his 
time a stsle has arisen wliicl~ appears to set a d e  the careful 
execlltio~lh j  wliich h e  ancl his contc.mporariea gniilz~l their 
cifects, ai:d to ellarge the drnlr-ing with heavy and nnni.cessary 
riias.scs of r~~ateri;il." CoiiteinporarS artists, we nlay add, 
boldly szcrifice tlie tesiure of the p p c r  by scrapirig an(! "tiler 
maliipu1a:ions. I n  tliin, h o ~ e v e r ,  they reserable Turner: 
I I r .  Rusliin even tlii~ihs i t  p~oh;tlrle, that  in some of Turner's 
elabol.~itl.lx coml)leted dra\ving3, testurcs \\-ere pre~?:ired 1 1 , ~  

various niechanical n:eans over the general surface of the 
paper before tlie dralving of detail Ira3 begiu~. 

Prom the foregoing \r-e find that  xriters, having apllarcntiy 
clairlls to speak antho~.itatircly, ae t  diIYer so mnch as to coin- 
pel ns to thinli for oursel\~es. 

The question, t l~en ,  appears to us siniple enough. It is 
presuinecl illat there can be no disputirlg tile fiict that u ~vater-
colour draxvirig is esecntecl upon p3per for some admiitage 
exclusirely possesied by the  paper-else v-lly not paint on 
some ot!ler material? Ron-, the peculint and ~listinctire 
ql~alitj- of the paper is, no doubt, the l~uiiinooanesu of its 
grannlous texture. It shonld t!lcn be aslied, V h a t  partici~lar 
effects in 11ati1re nil1 this distinctive q1,ality afford better t l l a  
can be fnilrriished by otliel. means ? Arid ~ r h e n  n-e knolr- 
these are, \\-c contencl, that to preserve tlieni is the only limit we 
ought to place to 1egi:itnac~-these effects should nerer bealto- 
gether surrendered-the)- should always give a character to the 
finisllrd n-ork, whatever liesides might he borro\vedas auxiliar;r 



effect of light and air in tl:e distance, t h r o ~ ~ ~ l i ,  be it especial!y 
observed, in a great meitsure, not being laid thick enongh t o  
obliterate the grain of the paper. TVe do not see tlie necessity 
moreover, to restrict the nae of bodv colour to  tliese pearly 
sashes. On the contrary, the erect of the granulation of tlie 
paper nlay be heightened, in some respects teiiSold, by sfip-
pling ;especially if the coiour in nearly a dry stste is ~nerely 
totiched on tile prominences of the paper, and lotlgecl as deli- 
cately as the bloom on a plnm, and each little atom applied 
in a pure state, for the eye with its ~vonderibl u~lc~~nscions 
facility to blend into harmonioos hues-juht as 5t-r see in tile 
admirable works of X r .  Ti'. Hunt. 

Again, in foregrounds there are, of eonrse, no breakhs  of 
aerial gl.adations; and therefore bocl- colour niay be used 
vitli adrantage ou acconnt of tlie greater vigour 0:' handling 
and variety of inarlring i t  favours. It i s  also particularly 
eligible fur rendering the minutis  of ornamental or other 
detail, from the crispness and sliarpriess which the artist can 
con~nlur~icateto each touch. A reularkable example of this is 
afforded in the really msrrellous water-colour ~vorlis of JIr .  
John Lewis. T h e r e ,  lio~vever, this definiteness of touch and 
bodS of paint is apt to give unnatural hardness and fixity, as 
it is, if mud in modelling the ibce, and where the artist does 
not aim at  expressing or suggesting interreni~ig atniospl~ere, 
but rather seclis to obtain the transparent glow of flesh, the use 
of body-colonr is " iilegitiiaate," if you cl~ooae so to term it. 
But nhere we see the eric!eiit illtention of rivalling the dis- 
tinctire qualities of other technical appliances, mere11 ibr the 
purpose of exciting astoliishnient a t  tlie succt.es of the rivalry, 
irrespective altogether of whether i t  be the best mode of imi- 
tating nature-~rliere me see the artist ~rilfidly resign all that 
is so peculiarly fresh and brilliant and lovely in water colour 
(for the sake of obtaining the powerful impasto and intenm 
glazing of oil paintin;.)-it is there the of illegitimacy c r ~  


may be fairly raised, because i t  is a manii'est m s t e  of means. 

The same objection lnay be made to the moilern miniature 

Painters a h o  sacrifice tile exquisite serui-transparent surpdce 
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colours. 
A water-colour painting may be worlied v i th  or without 

: !?I belierinq in the legitimacy of tlie use of rarni>h in all paint- 1 

neceasarg else~rhere. 
il 

0" 
PI;CMhSESCT ASD PRESEILTL'LTIOS. 

ITis singular as well as pailiful to  reflect that  there is oc!~  R 

too niuch reason to expect that  in a Se~v Tears by far the c:I 
pale niiserable ghosts of ~ v h a t  they vere  ; ~\-hilec e ~tail1 simple 
efofort3 in water colours as old as the pYrainids preserve CI 

their freslnless to  this day ; and all-l~aintiugs of' ~TT-o tlthou-
ban.', and soille nlinintures of not nluch less than one tiionsand, 
are still in escellent condition. With such permanency as 

li 
tl 

this, oil l~i int ings can Iiardlg compare ; for the olL1ci;t ar~dniost 
permai~ent are surely, though perhaps slo.irlj-, hasteliin; to u 

decay-losing in  the first place transparency in tlle aharloas, ei 

to  end, lion-erer, with the obscuratioti of the whole picture. S! 

I " works of our own time are so fugitive. One grenr cane of 
I the  fading of' the eady water-eolour of the pr-ellt 

~ h i c h  missal l>aiiitinqs are protectrd no doubt in a great 
measure accouuts for their preser~ation ; and it n-as the oh-
serration of this  ~ ~ l l i c l l  was probably one of the recommends- 
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tions of the use of fulding triptychs," kc. (See Appendix, 
note B.) But those missal miniatu~es, i t  is found, are in the 
best col~ditioil which r e r e  allilost entirelg- painted x~ i th  colours 
of n~ii~eralor earthy extraction. Dlr. Ruskin s a p ,  that " any 
painter may get perinaneut colours from the respectable 
manufacturers if he chooses," by ~vhich me prexuiile can ?!.oae 
be meant-if the painter selects those of lino\rn permaneucg-. 

60111e pigmcuts, euch, for instance, as indigo (s colour of vrry 
extensive use in modern 15-ater-colour paintings) and similnr 
bluea, zp;lc.ar to have their natural ~ ~ - n n t  permanencyof 
greatlS increased by the conrersio~l of the vegetable mucilage 
with xhich tlieg- are prepared into an acid by the action of 
aiu.. 31any portioiis of Turner's paintings it1 \r-hich indigo 
has been ubed, either alone or nlixed with xello\~-, to forin a 
geen, are turiied to a rusty red; 1)-11ilc in the midst of this 
unnatural hue, a part ~\-llich has been accideiital1~- covered is 
found to be pure blue or green. Tlie importance of any 
change in a colour emploj-ed so nniverhally as blue in skies, 
nater, and 11:ix~d \1-i;11 j-ellom for the greens of foliage, trill 
be i~ l l~nedia te l~  But this change of the nnderstood. same 
mucilage into an acid will render even the pwnlanent \\-ater- 
coloms mecl~anically fugitire, that is to  say, t he j  return to  
their original pan-dered coi-,dition. 

The greatest prebeut cause of deterioration appears, ho\ re~cr ,  

usual grapl~ic wag, spealiiug of the comnlon disre~ard w-hetller 
either the colours or the paper will stand: " In  niost in-
stances neither ~vi!!. BJ- accident it may happen that the 
colours in a give11 dran-ing have bee11 of good qualitr, and its 
Paper uni~~jured by chemical processes. But jou take not 
the least care to ellsure these being so. I have llljself seen 



handle an Albert Diirer englaring, two hnndred years old, 
fearless!:, not one-hdf of that  time ni l l  liarc pnrsecl over 
y o l r  moclern water-colours before most of tLem nill be re. 
duced to mere ~ r h i t e  or brown rags ; and your descendants, 
t rni tchi~~g bet\retin fillgerthem contemptuously into fi.a;.ments 
and t l i i~mh, \rill mutter against ~ o u ,  half in scorn and halfin 
anger, 'Those wretched nineteenth c e n t n r ~  people ! theS kept 
vnpouring and f u ~ n i n g  about the I\-orlcl, doing xha t  they called 
busines2, and they couldn't nialce a sheet of paper that wasn't 
rotten.' " 3Ir. ILuslcin aclds, with much aus~~niecl nnl'reti, that 
he lloprs to  see a paternal gorcrnmer~t, one of the fnnrtions 
of r r l ~ i c l ~  mill be " to  supply i ts  little bojs  with good paper." 

The chief cnuae of the clelcterious preparation of p:\prr is 
the  use of clllorine as a blencliing aycnt, and r'hicll is never 
~rholiy ~rashed ant. TVe should, tlierefore, always be sus-
picious of very ~rl i i te  paper. The old lilissals r e r e  executed 
oil vei!nrn, aricl conseclurntlj- not exposed to  tl~i.; soorce cf 
cleterioration. The p a ~ t e  used for " mounting" TI-ater-colour 
paintings often lias alum in it, or has become acid with age; 
in either case it should carefully be avoided. 

TIIE RISE OF 310DERS WATER-COLOLR PAISTISG 

PAISTISGin n ater-colours 2ins received such unri\-allcd de- 
veloplnent in  this countly, is so extensively and SO 
generally patroriizecl, that  T T ~  look upon it as a pe-n ~ ~ t n r a l l y  
culin~ly national school of art. The art  as now urrcler~lood is 
almost of contemporary origin, and can liardly be said, ihere-
fore, to have as yet a history. 

The honour of founding the Englisli school of ~~ater-colour 
painting is  claimed for l'au! Sandby, rho m s  bolx 
in Sottingham in 1738,and died 1800. H e  n.as certainlp the 
reformer of mere topographical art, and not only stdied 
much from nature, but probal~ly, also, from the ,rater-colour 
paintings of the Dutch rnastclrs, for he used considrrable 
variety of nlethoil. He ordinarily, boll-ever, brongllt f o r w d  
his drawings n-ith Indian inli alone, afterwards stainillg them 
x i t h  a few tints of thin colour. " T h e  clrawings of Paul 
Sandbj- deserve notice e l l i r k  as shoving the ocean of flat 
mashes out of modern water-colour art has risen, 
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bright as dphroclite, with all her rnrironing ~pl~1ldour  of sea- 
foarn, sea-colour, and sea-shell."* Such ~vorlis as these of 
Sandby, being little better than stndies of light and sli:~de, we 
call readily understancl Eolv paintings in water-colours came 
to  be called simply " drau-ings," a denornin:~tion they still 
retain.? I n  the early catalogues of the Royal Academy Es-
hibitions the. are designnted "water-tinted drawings," or 
" rater-n-aslied dra\viiigs," By degrees in~provements \rere 
effected: a little blue was mixed ~vit l l  the ground-xrorl; tint, 
and the forrgromicls were w o r l d  out in sepia ; and 11pon this, 
tints of colour were strlicli over the 15-ho!e, con~nienc~ng- with 
a generalizing tint of sorat rvarm colonr. An innovatioi1 was 
then nlade b r  John  Cozens in substituting a mixture of 
indigo and Indian red as a n e a t ~ a l  t int  for t h e  shxcling of his 
paintiups, xnd \vith this sorrilre hue he produced .sorBs of 
great effect, and freqnentlg of roinmitic grandeur.: 

This principle was long retained of using a mixed colour, 
OY ~ ~ e t ~ t i ' c i lt i n t ,  for tile sliado\vs of every kind of sub.ject and 
Jeason, ~ ~ h e t h e r  mas or sea- the to represent a l a~ ld  
piece, stone or brick Luildirigs, evening or morning, sul~shinc 
or storin, silnlrner or a winter snow-piece. The neutral tint 
xas laid in first, and g ~ i i e r a l l ~  left nntouc21ed for clistances, 
while ercry liiild of object, from the clouds tu the forrgrouncl, 
such as trees, water, cattie, sheep, and the bronzed fhces of 
their attendant shepherds, \r~:s most irnpartiallg shadeel with 
neutral tint. I n  general the artists of those days folloxed 
the theories of the scllools of oil painting in breaking don-n 
the warm lights with colours of the opposite quality, and re- 
presented shado~rsby cold tints only. For the finishing, 
these early practitioners trusted to the feeble lines of the leiicl 
peocil, or the  coarser markings of the reed pen. 

RuntlbooL to the Draoi~i,",~ AIIa~zchesferArt-lfirte~-~olc,io7tr i r ~ti@ 
Ezhibitkm, 1S. i i .  

t The term drawing" is howel-er so little adapted to express the 
~ e a 8 l ~ r e . s  By Jlr. Tom Taylor. 

' #  

elaborate proce5ses of tire prpsmt s! btem of water-coiour painting, tha t  
' e  think it quite time it rlloolrl he discarded; n e  Ilavt: therefore, 

this section, ren t~~rec l  to sub.titute tile nard '' painting." 
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Girtin, thong11 a close student cf Cozens, was, horn-ercr, the 
great pioneer of ~ l ~ o d r r ~ l  the first to break practice, for he \'as 
through the trn~iiiliels of the old school by paintilig objects at 
once with the tints which they appeared to possess in nature. 
TITitli llinl Turner n.as closely associated ;and in the ~ ~ o r l i s  of 
this. tlie greatest lllzstcr of the art, erery stage of develop. 
melit may be disti~lctly traced up to a degree of perfection 
~ ~ l i i c l icnn scascely be surpassed, and we can hardly hope to  
see equalled. Tmner is eren greater in water-colonrs tlran in 
oil ;but several other eminent oil painters hare di~tin~~tished 
theiiiselres also in water-colonr pa in t i~~g.  The follor~-ing are 

Dexint, and Copley Fi,,!ding. 

artistic fact and practical observation. 
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XOTEA.-%ESE PIISTISG. 

aul~jectedt ~ )a strong artificial light ; he sllt,uld be well versed in 
linear and aeri-l per9l)eotive. He traces. by fixed geaiu~trical 
obsevvatiolis, inclined lilies rvliich tlie spect:itor, placed ar the 
propw il'uiat of view, in~agines ti, be s t r :~igl~t  ones ; alid lie em- 
plop gradurtl dimiautiun; of plans, ~vr-liich gi\-e the appearance of 
an extent and distance, existing lnerely in his own art-thus, ill 

afem fatl~onls to ~vllicll he is bountird, exjireasing an extent 
alnlo-;t infinite. H e  n,es cliieHy water colours, on account of 
their oper;tting liromjit:y, and preseutirlg no glossy surface. One 
of the difficulties IX-l~icil the scenic art rmnot  overcome is,  that 
the perspective is frrrlue~i;iy violate4 Ly the actor nlilving about 
b t  tile verr Lack of t,lie st:ige ; \\--Len ail those o?>jects placed 
there, n-hich, whilst the l>erfor~ners kept in front (where every- 
thingis snited to his actual size) appeared in due pr,)jrirrtiom, 
lose their verisimilitude, and al)lje;ir insignificant and <!ispro- 
portioned. The nl:cu becoll~esas t;~:las a rock or tree, :r!~cl i h ~  
imagination of t l ~ espectator has not power sufficient to preserve 
the illusion of the scene. This can only Le obviated by tile actor 
renlairlir~g as iittla as he can a t  t!l- b:~cii of the st,age.-Adapted 
from Ellnes's Yictionici,y of tire Fim Arts. 

I n  the early days crf the En;lish .;:aye, p:tinted scenes were I I G ~  

ilisplayed bes~re the audience. Illigo Jones was tile first who 
introduceil apl?ropriate decorations of the I,ind in England. But 
the great reformer of the st.ige in this 1,articnlar was John Rich, 
t h o  spared n., expense in tile ilecoration of Corent Garden, while 
itwas under his managernc~~t, in the early part of the last century. 

NOTEB.-Ox TXIPTYCIXS, ASTEPESDI.~,EETABLES, ETC. 

T a ~art of the JIiJdle A;ei had a specific use. Artiste did not 
paint, as now, on speculation. The uses to  nhich the tabular rr 
'maen picture3 \%-ereapplird, sug2ested certain forms an'i modi- 
6ations. &tar-pieces were originally portable ; n-llich ex-

the practice of enclosing liictures in cases with doors, 
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called diptychs, triptychs: or polyptychs, accordingly as they 
consisted of' two, three, or many portions. A reference to the 
origin of these tenrls nlay be not uninteresting. 

Tile diptyclis are of ve!y e a ~ l y  date. Tiley \Tere ainong the 
Romalrs fo r~ l~ed  of two little tablets of wood or ivory, ful !ing one 
over the otlier like a hooli, anti the  interior presente~l a surface of 
wax pre?:~red fur writilig. The<e tablets, or l , t ig i l !c~~cr,as they 
were calleil, sorneti~ues serrerl, when sealed, for cor~vayi~,g secl.et 
messages ; but they were soot1 erni~1o:r.d for a, more inte~.escin~ 
purpoae. F n ~ mtlie time of tlie E~nper~ars, it \\-as tlie cilstorl~ for 
the consuls and superior magistrates. on their ele~wtiun, to lllake 
presents of ivorj- diptyc11s cal.veJ estewally, wit11 scolptures in 
bas-relief. On one le:.f mas car?-ed tile portrait and titles of the 
new corisul, al~c!011 tile other a sul~ject, or the ~ l>y thu lo~ic~ t l  
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Duccio da Siena, in the National Galler~-.  The ontside of the 
doors had, alnlost unirelsai:y, sul)jects pair~terl t,n tlirly~ in black 
or bro\rn and ~ v h i t e  (r~itiri?o.rcero),probal l r  fro111 a traditional 
imitation of the scillptured hack of tile orig$nl di\ftyctl. 

Tile form nf tlie tr .ptych when opened suc;t.stccl a variety called 
the L'l.etal~le," "ret;~blement," rrliich is fi:;t a1lt1 (ices liot adlllit of 
being closed. As  altar-pieces Itecamc more decor;~tirc. certain sup-
plementary or conlplementary pictures ne re  ~,nit~:eil cn tlir pve-
dell!^. The ' .preclella" or g ~ . ~ [ ' l u s  I,ost. (on the top was the \~o,>-len 
and back of the :rlt:~r) o n ~ r l ~ i c h  the altar-piece rrstcrl, ;:~:cl to which 
it mas attaclied. On this pltneliing XTere c l tp i c t~~ i  in 111i11iature 
diferrnt event-; in tlre life, or other circiimst.t~~ces col.uected~rith 
the saint or clivilie personage repre-entell al~ove on tlir :iltar-piece 
proper. When-a3 i t  freqnently was--the aim-i8iec.eI\;.? 1,reentt.d 
to the cllurch, tllr hetal,~ic arms of the "~ l o l ~ o r "I\-erc oiten added 

at tlie estreiilities of the preiidln. iu n(1tlition to liis portrait, 

generally iurrod~cet l  into one of the  ccr~npa~tii  ?::Is :,i,u\-e. As  

the decoratix-e cai.nliilitier of t1,e.c r ; ~ r k s  ~JCL.:!I?!~- they
l . i ' ~ ~ ) ~ ~ i i s e d ,  
were v.iri(mslv ~~r~ i :~mrn tec l ,  and their franics a--u,it t l  :ircl~itec- 
tilral it!iport:~~ice-rlie nrcliitectcnic c.nrli:lltiit.~;t* f,,l:<i,.\ing the  
taste of the place :\li,i period. Tile ori;iri:il I:u~!lilti 11i;i:jchs n-ere 
generally rectangular, but so~netinies t!:e upller e,::e-. .Ire r:iibed 
and or~iarne~itetl son~en-hat like the vf I)uilcling.!yii~-~~tr:u!~r :i 

The Byzantine (1ild.vclis have often circnliir tops. L:.ter 1t:~lian 
and Germ;in n.<irlis of th i i  c!asr cominonl? fitii.11 in r:iore or less 
pure forms of Gothic : tlie early decoratecl st) le occu~.ring nlost 
frequently. Tiie :trcliitectural in1port:ince r,f a11 :iir:!vl)iece Inay 
he sesn (and \\-oul,l 1!c still nlore aclr:mt,i;con-.!\- if a!l the  portions 
nere ;uii:ecli in tlie \-el.>- i s tensi re  ret:lble Orcagna inlhy , \ I :<: I .P~ 
theSati*xlai Gailei.>-. X pir.ture by Jaci~pu tli C::~cittitio, in tlie 
same collection, is a still niore elaboratel\ ci , i i-~i:cte 1 tliough less 
extensive altsr-piece. " I t  has also g:tljles alul ~~icclallionsor 
roundels, a pret!ella and side projections, or t~ii:?rei-es, which are 
adorned \\-it11 panels in different tiers, cont:ril~i~i: srii::li fullLlength 
figures, n-hicll :irra~r;ement serves to accoul~t f i~ r  tlie immense 
number of sin~ilar sil!:~lL paint in;^ of s:conilary m:rit dispersed 
m various places and assignnble to this perir~d."-A thrr~munz,  
NO.1596. 'I'he great altar-piece of the Tan  E y c h  :it Ghent is 
apoix)tych (that is, cf Inore than tlirce Ienrel). It o~.iginally 
consisteti of t ~ v o  tiers of ie:tres, SET-en abore  311~1 f i ~ e  ],elow. Of 
the seven, three \>ere fixttl, and the portions c lo i l i l~  upon them 
rere divided on each side into two aul\jects 0, ;lie five, one 
large centre sul,ject \\-as fixed, and two leaves ( w e  oil e:%cil side,! 
closed upon it. 
.The ulder ~net!lod of ayt is t ic  nr?cri~grnlr,zt in l,ic:nres of this 
?scription !$-as placing the principal suiject in t!ie centre, and 
81ngle figures of sair1t.s on the doors. Tile fiyires of saints and 

\\-ere, ho\\-t.re~; soon ~ l r o ~ g l l tinto ilie ccntre picture, 
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procea3e.s are eraci is  similar to t1iilss of the earl>- FlnrentilleS ; 
and, curiously ~ : I ~ ~ L I ; ~ I ,  .' in the Close t:i)iln of tile 4itlr of Henry 
111. ( l ? t i I , ' ,  III:~II<:.~C ?. foundbdis to ~ I I It11e ki:!g co~;i~ii;~r~ding 
tile slirriif 1.f Snrrey to c::use t!:ar L i ~ ! ~ ~ ~ ~ e ~ l i n t e i y  andt ! : ~  I)ict~~rt.s 

J~ .o ,~ ta lof tlie :<:tar of tile great ciinprl a t  Guiltlfcinl he made as  
e l i e  r c t T i o i 6 , . Froln 
this ~nacda te  t i ~ e ~ e  IJ-ilii, 111 ille AIouli, gei~tlenren infer t1,:lt 
mentio::ecl in t!:t: recor,ls of tlie decoratio~ls at IVrstlni~ister, is 
t!le s,i!!ie a;.:;;:, a:id tl?.? tliir fr(:ntal n-a9 prob?.lt!~- exec~rtect by 
I:im. I t  i;, I i~ix~ever of tlie.;r ~ r n t l m m n  is (::li!lo~~gh the !~i:;i:io~~ 
plobai~l- true iri tlie n~nic); srttisf'actoril?- p ro re~ i  in ti:~grI:oke-
agdz'h , ~ c c c I ; , , *  'j-i' ihc P~iiiittJL'i,,,,i($:,.(p. "j!, ;l:nt iTiiliam 
the 31ol:li of Yir>tni;iister xins a clintiiict 1)ersoii from IVilliam 
of Florence ; slid ~iiore th:in tbia, IL:tt. ~ v i ~ i l e  as onlythe Lt ter  
paid sirlience a cia?-, I\-i l l ian~ of \Venn:ii~s~er\ s a i  receiviilg two 
sKili~l;s. 

~ G T XC.-THE ~ I Y B U S ,  ~ ~ ~ETC. ~ ~ ~ . ~GLOXY, z : , 

THE gnidln .'glory" is the  representnti~lil of a kind of hxlo, 
s u p p o d  to ein;i;inre fro111 t l ~ e  hell1 or 11 ,d~-  of divine persons. 
\The11 it s;irro::nJs the i:e.t:i i t  ie x a;,i~' i~s;\~ i i en  i t  envelopes tile 
body it is an ~1:cf.ic'n. T!ie "glory" :~'.;o :t;.:iiies to the union of 
both. The s~!il!,iils, el~i!::?:ns, a:id lt;e!:iIs, einlilqyed in ear!? 
Chris~iaii art;  for111 a c;lri~us and ~ s t e n < i r e  and.t;~i!- ( H a ~ i o l y y  

Christian I C ~ ~ I O ~ T X ~ ~ I ~ ) ,  P u ~ i n ,31.Uiilrun,
lijIoI1 1vhic11 Mr.  

Jlrb. Jan~esoil, :x:ld oiliers, h i e  written v e r y l e a r ~ ~ ~ d l y .  
Tilevariu~is 

fomls ancl attril~utc-s of t11e Glory is a 111ost i~,iport:int branch of 

his interesting subject. I n  cla<sic:~iti:iie$ i: xi-as a srea: l i ~ n o u r  

to L:ive :I.portritit painted on a circular golden sllield, and sus-

pended in t~iii1ie: :t:~d other puLlic lace^. The dktinction n-as 

conferred o p , n  Iltroes and tlibse 1vL.o l:a!i serreLl their coun:ry : 

Greek inscr ipt io~!~ 
4!ecreeing these honour5 :$ie still in exihtence. 

In course of time, fro111 t!ia 1ie:rd being p:,ir~t,-ti on a circular golrl 

shield, tlie sliicld ~ r a q  attached to  the  head ::!one in full-length 

rzpreaent:rrivns. Tl;iq is tile o ;ill oftlid , : i , , , b , ~ o\\liicii frecjuentiy 

appears in l'a?ail i,iciurcs, esk  ,xiaii?- those discorered a t  Her- 

cular~eum and +'i!::!l>rii. These little disc., attached like flat hats 

tq the lieads of their st:ttues, mere also employed 1 , - the  bculptors 

as a m:trk of dhti:lc:ion and sanctity, alti i<~ugu in earlier tirues 

"dptors iiad e:illli<,yed ::is sai11r kind of lilatcs over t l~e i r  statues 

sllupiy to protect them from rain or tlie ordure of birds in the 

!Pen air. P:tiiiters, ~eein;: the  effect of t!leqe plates on the statues, 

imitated t l :e i~~ill sctilal l,erqpectire instead of 
i ; ~  t!~e:r ~ > i c t n ~ z s ,  

keeping ~ i i t ~  ronn,i, :?s in the xvorks of Giotto
ant  aliil 

C in~ ;~ i~ue .The niinbua being of Pa-an o r i ~ i n  there IVRS, how-
ever,atfi1.5t some opi>o"ltion to its htr, , iuction into Christian art. 
B ~ tafter the  elevent11 century i t  wzs invari:tl,!y e!nplo~ed t o  

sacred pel eouages, as  tile Saviour, tl;e T7irgin Jlary, 
angeh, apostle$, ssillts and mttrtgrs. Sin:bi are  sometimes of 
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various colours in s::iiucd gl;iss v-inilo~vs. "Tliey are of various 
forrns ; the noi it fr,:iluent is that of  a circular h:ilo, within \vhi& 
are various eilricl!rlle~its, distinctive of the persons rel~reiented. 
I n  that of Cllrist it contnili.; a cross more or less : ine~iriclle~l 
subjects reprcient i l l~  events before the I:esurrection, tile cro.3 is 
of a sinlpler fumi tli:\n in liis gloritied st:!te. The ninillus nliJSt 
appropriate tu tile T-iryin 1\I:~r!- consists of a circlet of sin:tll t a r s ;  
arrgels wore a circle of s~na!l rays, surro'~n(1e~I 1)y anotllrr circle 
of quatref;,iis, like rches, intersptrstil Iritli ~)e:\rls, kc. T!lo>t. fi~r 
saints a11(1 lilartvri !\-ere s i~i~i lar iv  : hut in the fifteeuth a~i~wlieil 
century it  \I-:{.: cn~ t i~ i i i~~rg -to inxr ihe tlir n:irlle of tlic pa~.+icuhr 
saint, ancl esiieui:iilr tilo_;e of the :tpo.tlei, rounrl tlie circum 
ference. A iii1111~11~ ~liveryiu: in (if ra!-s. 3 tri:ingulr~r direction, 
which occur-j i,ut seliioln before tIir foorteentli ceninry, is nttaclied 
to represerltati~)l~s of tile Eternal Fatiler; a1111 his sg~iil,ul. the 
hand in t!.c :icr (if i:cneclictii~n. \\.:IS 

,7 
~.enrmllv enconir~:l.sr~! hv. , a..~ ~~ , ~ 

nimbus. TViierr tlie niilrbui is clepictetl of a square f;inii, it indi- 
cates that tile per-011 \ms living !\-lien rlelineaterl, :nil1 is affixed 
as a mark offionciur : L I I I ~rey~t-ct.  FI.OIII to the fiftee~itll the t~ve l i t i~  
century tlie rlili~bus appears as a broad golileri ban11 belii1lJ the 
head, colnpo.ed of cnrlceotric circles, f're;lilently enriclled ~ i t h  
precious stoile.''-F~r;~.i~u!t. After this ~t was tleti~ieli merely 
with a nflirle or tl~rc.~,! :01~1, soiileri~nes quite rourltl, sou;etimes 
a s  a s~n:illr!i>c in fl:~:te~~ccl perspective. -1s an :~t t r i l~ute  ufpi,,r.cr, 
i t  was often : i t :a~l i~~(l  hitan liinr- to tlie 1ieacl.s of evil .sl)iiits and 
self. Tire use of tile c i i~ rco l~ t ,or erliargril rliml~~l., \\-liich iur- 
rounds tlie \vhole l~orly, is xl~uch niore lirnited tllmi tliat of the 
nimbus, bein: per-ons of tlie i i l ~ n i ~ h t y ,  c~infilled to the Jesus, 
and the Virli:: :I.iry. Sometimes, Ilomever, i t  is seen enreluping 
the so1tl.s of illti ti :111dof Lazarus. Tlie aureola varie? in furm. 
That in mliic!l uilr Saviour is represented, arid xvhich was a vsry 
early syrniiol of our Lnrt!, is called " vesic:t piscis." from the 
e i i i~t icalform resernl,ling a fish. Thm there is the .' divine 01-al" 
and tile "ril>stical alnGncl." When t!ie person is seiited. the 
aureola is cirurllilr : s:,metimes it takes tlie form of a cinatrefiii!, 
each lobe er~colili~:!~siiii. . - the Ilea(1. tlie feet. or tile arms : arid it  is 
frequently intersccted~by n, rainbow upon \vl~icli is seated Jesus 
or the \-irgiil 1i:iry. 

SUTEn.-T::~IPLEASD STATCEPA^^^^^^^. 

ITmas long a s11l)ject of di;ciii+ion in tile \vorlcl of art n-hethe1 
colour \ras or \\-.is riot al~;>lied to tile ninrble rlionoluerlts, 
more pal.ticllliirly the sculi,ture, of t!le Greeks. From existing 
renlains it  is rlow-, li~)\vcver, certain that polyclrromic decoration 
was addell to rlia:l> 11:ir:s of the arcllitectural drtaili-:it all events 
to the int:lglio p:irts cjf reliefs, and to the concave p:trts ' ~ f  capitals, 
flutings, tic. Eu t  Mr. Owen Jones and sonie modern French asd 
German \\-riters oli the sal~ject are of opinion that  the ran- colour 
of the new marble was not merely tinted alld tonell, but th:rt the 
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entire surf'rce mas covered with a t!iin coating of stncco, and 

71-it11 regard to the colucring of statues, i t  is establislied upon 
iudisput:~ble Iiisto~.ic:11 evidence th:it the Grceks diil p.iint their 
statues, alt!lough tlie practice n:ay not have lieen ~u l i~e r sa l .  
There is, in  particular, one passage in P l i~ ly  \vhicli aI,,pears of 
itself decisive as soon as 11-r un(1eistmid tlie alluhion it  contains. 
Spealiirlg uf Sic iss  tlib. xxxv. c:l.p. ll), Piin)- La-.;, tlmt Praxite- 
les, when asked wilic!l of his niarble n-uiks best s;rtisfied I~iin, 
rzplied, " tlioje wilicli Sici:ti [the encaustic pni~:ter] has had 
under llis hands." " So mucli," ;tllds Pliny. " did he prize liis 
circ!!~~~litio"- t ( ~ i z t t ~ u z  rjx? t,.ibt~eb(~t. The exactc i ~ ~ c i ~ ~ ~ c l i t i o ~ ? i  
nrr;tning of t l~ i s  pass.ige, l~owever, rests on the woril ~.i,.czr,,ilit'io-
for soine valu;tlile reillarks upori tlie clefinition of \\-liicll we r5fer 
the reader to Mr. rro,.~lz!,,t's ~ ~ l ~ o c l ~ sPo;,ztL,vg, pi,. 10:3-5, andof 

to tile seconcl part of an extrerrlely useful ~vorli 02 Cblozrr cci~tl the  
.Ve,.ei.essifyfor <( Gei2et.nl U(ri!c.,io,iof Tusfe. l)y Sir G. 7Villiinson-
mliicti al)peare~l ws tlie lndt of tliis volume' ~ l r z l f ~ ~ l ~ e e t "  was 
passing tliroogh the press. Tile prevailin: p~eju(liceq against 
the colouring of statues arose from our seeing antique statues 
deprived by varioos causes of their original colours, thongil 
agreeaijly toried by tlie liamcl of Tirne. 

Throughout the Jliddle Ages polycliromg- m-as applied to  the 
painting of the statues and reliefs in marble, stone, and wood, 
of our Saviour, t l ~ e  Madonna, saints, kc.,  used so extensively in 
the Rornan Catholic Church. 

XOTEE.-PAISTISG IX EXBROIDERT. 

IB embroidery, the ladies of antiquity and timesn ~ e d i ~ r a l  
found-if me may be permitted to say so-:t inore artistic, if a less 
useful, employment thnn that furnislie~l their fair clescendnnts in 
the " knitting, nettin:, :tnd crochet," or even tlie po?ieho,~zctnie 
of the present day. Etntrroi,lery must indeed have been one of 
the very earliest foitns in which art, developed itself. Embroidery 
N2S cornmonly practised in Egypt, and Sir J. G. Wilkinson 
says. "tilat tlie Hebrews, on leagiug the cauntry, took advantage 
of the knowledge they liad there acquired to ~ n a k e  ' a rich hang- 
ing for the door of tile tent, of blue, ancl purple, and scarlet, and 
fine twined linen, ~vrought \~-ith nee~ile~vork."' '' Seedlework" 
and "embroidery" is ~iiecitioned in various parts of Holy F1'rit. 
Pronl Homer, we learn that i t  was the employment of Andro- 
mache, Penelope, and Helen. 

In the first ceiituries of the Christian era, and especially in the 
Greek Church (as i t  is to this day), the Christ, the Virgin and 
saints a-ere ernbroidered upon the pontifical ornaments. upon the 
tissues that decorated the altars ; and the .'veils," or curtains 
of the churches. I n  the fifth century the art of weaving silk 
?tuffs of the most brilliant colours, and enriching them with sub-
lWt8  executed in gold and silver thread, was carried to great per- 
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fection. The embroirlery upon the priestly restlnents \vas parti. 
cularly suniptuous a ~ i d  elaborate : the  whole llistory of Christ 
was einlroidered on tlie toga of n Cliristiau seniltor. The hr16.10- 
S ~ x ~ i n1:ldies were csl~ecialiy sliiiful in this ar t  ; they slio\ved tI:dr 
great de\-otion to t!ir cliurcli by sul~plying tile ricliest orlinrnents 
to its iiiiilisters ; a:id t1Ar reductions \\-ere renowlied orer tile 
Continent under the  title of Opus d1~,7llra112!~11.Tile Sornian 
ladiei slioir-ed equal talelit ; and \re owe tiie tal~e;trypl.eserve~l in 
tlie liiir;try a t  Uayeus-one of tiie rnoit i n t~ re s t ing  histl~ric Iilonu- 
ments-to the skill and l>;itieiice of Quecn JIatilda, oftlie ~ ~ i f e  
TYillia~n the Conqueror, w l~o ,  iike aliotiler Helen, cl?l!~roidered 
tlie inciderits of his victory ill E ~ ~ g l s n J  for the  use of tiie cathedral 
a t  G:lyeux. 

Arras in Francc, all t!~r!~u;li the  ?.licidle Ages and d o n :  to the 
sixteenth century, \~ ; t s  k ~ i ~ o u s  'I'lle name of the f'or its tapestry. 
t o \m w-ns given in E~~g!:tnd and Italq- (Iti~licB as dr<tr:i) to 
t he  !,ictorial lianginys tiiat aclorned the  palaces of kings and 
noLles. Kaphael's Cnrtoo113, no\r in Han~p ton  Court Palace, were, 
as alre:lcly observed, designed for tile t:ipestry-~vorliers rif Arras. 
The tzjieitries thenineli-es are now preiarverl in the 1-atican, and 
are  c;~l;ed Arazzi della scuola veczhi:~ (of the oid scliool) to dis- 
t inguisl~ them from :L second series of Arazzi tlella scuola ~ i u n r a  
(of tiie new school), I\-liicli are sill~poqed, fro111 tliegreat i11ftriori:y 
of tlieir drawing and style, to haye been executed from cartoons 
made by Fleiliisli 111sstel.s fioni sliiaii sketches by Ilapli:tel. 

SOTE TEE ACIDE\IT,Erc.F.-STUUT AT ROTAL 
Is the Eoyal Acade:;~>- the stutly fro111 " tile Life," th:tt is to say, 
dral\-iny a!:ci painting froni tlie ' .f iguren or " l i r i i~g  inode;." is 
condueied by gasiight during tile ~vintzr.  Tlie 111odal is I~osrd,or, 
i n  o t l~e r  words, " set," in some particular attitude, and either 
nude, for the study of nu:itoi~~y,or clotlied, for the stud)- of 
drapery. Etty's studies from tile life. no\\- so n~ucli prized, were 
for the  ~ n o s t  part ra l i t l l~-  executed by gasiight. Before tile pupil ;S 
adn~ i t t edto this Life S~liool,  lie has to go through a coul sc of uh:ilk 
drav-ing, cornn~encing ~vitll  tiiree i~rol~ationary -the first dra\x-ii~gs 

an  outlii~e froni the skeleton : tlie seconi!: fipure"
tlie " a i~a to i~~ ica l  
in outli~ie-generally Hourlii i '~ccii~.chi (a figure by tlie Frei~ch 
scull,tor displaying the inuacles n-ithout their i ~ ~ t c ~ u ~ n ~ n t a i ' ~ ~  
inres t~uent); and t!le tliird, a sliaciecl dvaxving froin a classical 
statue. Tile course of dr:i\vin;. from tlie " antique" is tlien en- 
tered upon, in \rhicI~ finislied chalk dramiligi are ~ilade from 
several of the best remains of aucier~t sculpture. Dra\rings and 
paintings in these schools arc: always somewilat less tllan ha5 
the  size of life, and are called L' figures,"A z a d e ~ ~ i y  ttioiig11 the 
term is generally limited to studies from thenude. Fo r  tlie study 
of anatomy the  pupils have also the  privilege of dl-awing from 
diqsections a t  Eing's College. 

I n  addition to the facilities for obtaining instruction we hare 
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namecl, there are besides-n Yai~iting Sciloo!, conrluctrd 
sively \ ~ ydaylidlit, in ~ rb i ch  pictures of estltbiis!~~-d are~ e p u t a r i o ~ ~  
copia<l-a Libr:try 0:' valu:~ble books on art  and 111.i~:~ on; 
t.he l a s ~  two days sre  alloned to copy of the week the s t u d e ~ ~ t s  
from liictures in t!le Sa t io~ la l  G:rllery, irotll in Tr:~ful;:ir Sclu:ire 
and a t  l1:trlborough Iiouae. Students of arcllitectule and sculp- 
ture iiave siluilar :r 1rant;tges. Visitors are a lyuinte~i  froill +,he 
rn~llis of tlie llogal Aca.le~iiici:~ns t? t l x  i?i&rent scliools ; SJ :ilat 
thz diflo~n:ttic: h o ~ ~ u u r  of men~lership  is n1,t \\-itiiout its duties, 
and these, especially iii the  casc of the liortiait-paintilig l:.A,'s, 
are,.-,.it nlay be concai\-ad, so~ne t i~nes  oneruu.  

i l le ce)urse of ins:rnutiun in :icadeillit.s gz:iernliy, tllou;h i t  
may teach to  avoid defects, cannot su!1;1:y ~ ~ n t i p e  t!iisgeiiiu-;; :;et 
necess:rry 1irnitati:)n has alo~le, i t  \%-duld bein], so,:ie;ililrs !cJ to a 
bad ad1132 being att:tcllad to the epitiiet " ;lcadr~uic." 

Then, again, tlie model is of course pnsrd in i~cu,i\-e:it:onal aatti- 
tude to display muscular action, fc,rm, 1I;llt au(1 sllaile, or uolitur, to 
the best a:lrantnge, and an lnany ei-en o: the t:la;est attitudes are 
painful to preserve quite imnio\.;il~!e, tile artist some!iilles unroll- 
sciousiy iilliiates tlie cull.-;r.iined alyeasailce \veari~lees sooll in- 
duces ; a1111 so i t  11:tpliens tii:~t \~!ierl a p;:inrer intru,!uce.; a figure 
wanting inrr1)ose or in its i~art~i~il~a~i~lu~iii~us,or else. a~~i , : t re l~t l j - ,  
merely to parade liis line:\-ledge or his tiiste, and eitlier a +gure 
inaplxofriate altogetlier, o r  Lexriug an  evident disregard of I'igher 
qudlities, sucll, for instance, as  expression-in all ti,ese cases, i t  
is at once called " lcademic,"  or a11 " lc:r. lemy Figure." 

?;om G.-Taz F I ~ ~ X I S G ,~~~~~~~~~~~~~, HAXGIXG, AXD CARE 
OF I'ICTUBES;os lJ:crune a s n  I ? F . s ~ o n i s ~ .as:) CLEAXIXG 

THE^ apartnlellts :we deroted entirely to tile trhii,ition of pic-
tures, t \ro or ti.ree ia:.-e works ]nay be place:, as in ?lie picture- 
gallery of the \.at;c;trl,;:i one s~na i l  room : but  in private houses, 
ant1 fc~r donleitic cleoora:iuii, they should al\i-:iys ha re  relation to 
the di~nensions of tile ch:r~;ll,er ill ~vllicli they are placed. As 
large pic tur t .~  then ap;)arerltlj- dinri~lisli the size of a sruall apart- 
lilent, snlallsr easel ailcl cabin& pictures hare  been with good 
taste preferred for our contracted Endlicii inte:.iors. 111 the  
spacious entrance halls and corri,iors of country mansions, large 
bunting subjecta and \r~iole-Iangtil portraits of allcestors, are, 
however, nl~prc~l>riately I n  di~iing-roorns, n!sr~,from the!,laced. 

more m:~?sive a113 siinple char~xcter of the fur~i i t i~re ,  
a fern life-
size portraits, toget1:er ~vith, of cnurse, suiijects of a cheerful alld 
f % t i ~ echamcter, are  admissible. In all c:rses the  jns tnposi t i~~n 
of oii pictures, rvarer-colour 1,aintings and ellgrarings, should 
&voided; as  they greatly i~i jure  a:icll other's effect. F o r  t he  
dralvi~ig-room, sul~jects of a reiiiieti and e!egant char:icter m-ould 
naturally be clrosel~ ; and \\.ater-colour drttxvin~s rrould for111 a 
fitting decoration for a, boutloir, or an inner dni\\-ing-roan1 ; n-hile 
h m e d  prints might be reserved for sleeping a ipr tment j .  
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W e  see no  reason, hoxvever, why the possessor of pictures. \vhu 
h a i  a separate apartmeut for his books, nncl a conserr:itor,y fi,r 
11is flowem, slloul~l not ;rlst> 1l:lve a g:tllery I\-it11 a suitai~le ii+t 
for the pro!)-r cli.plav of lii-; pic~ures.  A t  ali evsats, ticc atten-
tion s!loulll be pnicl to the iilll~ortnnt facts alre~iciy mentioned ( ~ e e  
pp. 'l?.t?-?!V2) reI:itiny to the hir,(yl',?(j of pictures, and also to the 
paper of the \~\.:111 :i;:iinht \vllirii tliey are  nuspencleti. Tlie p:iptr 
shouL1 liave no p::ttcrn, aucl be of one uniforn~ colour jreil ill-

clining to cri:iison, or ten-gr< en. are tlre best colours) : .i~tii if 
boi,lers are intrvJnce11 they sil~~ill i l  no' c,)nt:,in f lo \~ers .  Br>ght 
carpets m~cl :I![ g:tailp cn!o:i:.s :Ire iiiienise ir;jui.ious. Pictures, 
indeecl, sllonl~l, if 1:<1ssib!e, l;e l>; r ;~i ta~i  for their situation. 

A s  a yerier:tl ruie tile cent1.e of ti],: picture >houlrl not he much 
above tile la i r1  of tlre eye. 111 nn rxhiCition tlie pictures in tliii 
nlost f:tvi;ur:~l,le sitn:~t,it~n If ti12:ire said to  he  on the  .' line." 
work l)e a l:tntl..cape or  a po~.tl-iLt 13-it11 ni bacligrou~ld, the hori- 
zontal line \\-ill r r ~ ~ u i r e  Tlie :artist, Le i t  renielii- to I,-:so 11l:tceil. 
bere.1, \~ i :er~  p.iiilti11; !lib pict1:i.e fises thi.3 line (at least tl~eorcri- 
ca1l~-1 on a level \vi:ll hi.; c,ye-i~~ fact, the two tliings, tile I~ori- 
zuntal line anrl t!re ievel of thc eye are identic.41-and lie l>aints 
nccor~liogly. If :he sl,ect:itd)r, tilerefore, does not regr;irii the 
picture from tile sanie relative positii>n, lnucll of the \\.orli xi11 
be fo rc s l~ ,~ r t e~~e i l ,  f:~l.ified.ancl the general e f k t  cousequently 
Paintings on ceiliilzs are, of course, not nece-snri1.v snl~ject to 
these contlitinnr. Hnngirig pictures III\V has the  aclclitionnl re-
co~!r!~lenc!atit~l~ of an  apar:nieot. of increa-in? tlie aIlp:rrent liei:,.llt 
I n  vie:\ing d i s t i ~ , ~ c c ,pictures, the  pn111er J;,crll \\-11ich is iittrr-
rnineil Liv t l~c i r  size ;tiid t!;e cllaracter of tile execution, sl~ould 
also be s:rictir ol~3erved. 

" l 'hat cxterislon o f  f o r n ~so conducive to harmony is taken ad- 
vant.ige of in tl:e bou1111:irj-!ine : tlius tllr [round] headof a cIi,ld, 
or a Group, conaistiuq of an :t,:eui!,lage of curved lines, reaches 
the  e!-+more a~ reenb lv  throngl~ a. circular franle . . . so likeni= 
with t!ie rel,et,irions of fr~r:n ill tile square or  oblong apertul.e."' 

allowing t h a n  to Le slung forr ; i rd  illto the room so as to recllve 

--. -..-. 
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For \I-ater-colour paiutings it  is especially important that  the 
frames should not be heavy or too proftlsely orna.niented. A 
massive frame wi!l almost destroy the effect of del;c;rte work in 
water colou~s. Burnisi~uig sn>all poir~ts of tile frame is, howerer, 
from the greater vivacity I I ~water colours, less objectiun:,ble than 
when the frxme is ititentleil to  enclose ;in oil picture. The glass 
of the frntne shoul~l not touch the face of the pain:inz. The 
" n~ount," or margin interveni~~g between the w:~ter-colonr paint- 
ing aucl its franie is ttlnlost invariably mhite ; tliough it might 
not ulifrequently !>-it11 great aclvant:~ge he tinted, especi:illy if the 
printing i.i merely a vignette. For  all delicate norii light in  
tone, a paper mount is preferable ; and for suc11, a sinil~le gold 
bead fr:~me wit11 a y01~l edge to the nlourit next tlie picture is 
ve1.y suit:~ble. Bu t  more poi\-erfully and it~ten~elv-coloured 
~vater-paintiugs, eqpeci:tlly if n.ar:n in tone, might often be ren- 
dered far rilore effective ariil h:~rmonious fly substitutirl:. a gold 
mount. I n  all cases, ho\~ever ,  \ve recomnlend to allom the artist 
to selzct or ad\-ise tile choice of fi.:it~~e for his own nork  ; or to 
let l~i tn  knom if it is desire91 that the fr,:me for his picture should 
match others, in order that lie nlay paint with a view to the in- 
fluence of the frame. 11-here large collections are to be fnln,ed, 
useful nngges:ions mill be found a t  the end of JI r .  Ruskin's notes 
to tile Turner Gallery, and examples may be seen in that  gentle- 
man s arrangenient of the Turner collection. 

Picture-; require light :trid air ; the habit, therefore, of corer-
ing up pictures in  town houses during the many nlonths 
that f:u~ilies a:.e :tway, is very injul.ious. 11-ashing pictures 
should be undertaken on a warm, dry day, and nothing but clean 
cold water siiou!d be used. Tile surface should be wetted with a 
sponge or soft leather, but the water sllould never be allon-ed to 
float, and all moisture shoul~l be careftilly remored by gentle 
friction \vith a n  old silk 1i:~ntllierchief. Tile liurks of piclures 
should be frerluently cleaned. xnd it  is desirable to  protect them 
with sheets of tin-foil or oil-skin. The relining of pictures is 
often an excellent prec,zution for their preservation. Some re- 
marks on the use ariJ abuse of varnishing have a1re:rdy been 
offered (see pp. 213-"5). The operation of transferring pictures 
fro111 panel to canvas is too delicate and tedious to be undertaken, 
except fbr valuable morks. The "Raising of Laz,irus,'' by Se-
bastian del Piombo, iri the  Xational Gallery, has been tra~isferred 
from p.~nel to  canvas. 

" Pictures, like oursel.les, are not only su1)ject to the inevitable 
decay of ace. but to  a variety of (liqeases, caused by he;tt, cold, " u ,  

damp, and fo~i l  air. Many ;and they, too, are among the most 
delicate arid beaut i f~~l)  linve, like Leonarclo's 'Last  Supper,' ana  a 
lar~eproportion of the works of Ivatteau, of Reynolds, and of 
Turner, unsound constitutions given to  them by the authors of 
their existence, and are thus subject to premature and rapid de-
struction. These liabilities, and tile many accidents to  which 
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they are erposecl, have 111xde pictnre restorers as in~jlortnnt a class 
i n  ar t  as  ; , i i~-~ic ian,  in liie ; aiid, as ii~iglit l~aturally ii~id s u l g c o ~ ~ s  
be es l~ected,  tiipre :we nialiy llll~kiiilll alilni!g t1,elil. a116 1:?:1riy 
ignorant qu:tclid."-Leslie's IIa!rtibooL. Picture docto:.s are, 
however, a ~iecessary eril, and to c!lno~e liiril of xrell-kllown 
respectability i~ tlle only :t11vicr u;e can offer tlie l~u l~ i i c ,  \I-lirn it 
is ni.ca-s~ry to entrust p : ~ i ~ l t i i i ~ sto tlieir terlder iiiercies. But 
" retorati<t~is" :$lid ;'rcliaintings" sliould be aroidecl 3%lnucli as 
pos$iLle. 'T1.e oil in old pictures 1133 u:ic!er;ol~e :\I: its cllangei ; 
not  so the oil in the nem tints, ~1-1:icli are rnaile to matc;i tlie 
o l d ;  but, as  tl,e c l i n~~ges  after a tilile the must t a k ~  ~ ~ l ~ c e ,  
resturati~,,:, ::?I.! r q i  \ i r i i ; p  ninht r~ece~s:,i.ily ccnsc to ulstcii, and 
become al):nr,eil: iruiii t:::i;. di-ci~rdni~ce. 

x~~~ 0;: PI:STING.E.-CRIYOS, l ' -~d~ri  

PIISTISGin coliluced ciaSon-: is of Gtrman origin; b3t l!a' been 
::;rried to the liigliest l~arfeciiori i11 Frziice, n!lt.re Grenze, 
ra t t ier ,  C+iroc!t:, 7.1id i~ the r  eniilient ~ i n i ~ ~ t e r s .  art.l>i~:tctiied t!:e 

f. 'tc.:I:+-. and :.:tpi,iity \vith \\-liieli ;i1)icttlre 111:~: LZ erecuteti,L )  

wit11 tlie (Ir? cfisyo~i- are rerj- great, al:~l re~lder  tliern very useful 
br studies uf eifect, p:~rticularly iri 1:t:ii:~c:'rlje : Lilt c:i\-oii 1 :a i~t-  
ings l;n;e :L czrtiiin ~ncretriciousnc.s: \ \ i~icli  lins p r e ~ z n t e d  their 
exte:,sive adoption for finished norks aliionjrr Engli?!~ nrt:sts. 

Coloul.e(l cr;tyiins, or pastels, are ma,le !J?- the  11risti3,re of cnlour 
~ r i t t l  a ct~iourle,s La-e. A 11iucil:ige is nszd to 1)ring tlie culour 
n:ld its bast: t . ~the consistelico of a sofc (n.lience the niiale 
lj,isttrli, v;iien i t  is fi~riil.:~l into sn:;:ll roclxl Iengtlis. or " sticks," 
\riliciii mliell dry. are ready for use. "'i 'i~e material upon 1%-liich 
the  paintin.- is executed is co~nmoiily p:t;ler nianuf:ictureil fbr 
this 11ur11u.e, ill such :I ~ i ianner  tliat t!~e texture iirc,:mes loosened, 
and f,irins ;I i\-ooliy surf:ice, xi-iiicli a t  once assists tlie ble~liiing of 
tliz :ii16s, alid receives and retai~rs tlie cragon ~ ~ ~ ~ r n d e r . " "Fcr 
h e r  work, ~ e l l u u i  is used, t o  tlie st~rface of rv!:icli a " 1i:il)" has 
baeu commonicateil by friction. Tile tints are rubbed in, a d  
hiended for the iliost part wit11 the finxer, altliougl~" stuinpn" 
(Fr .  eafo,.:,,cs\, mid tlie point of tlie crago11, or pieces of its length, 
are a1.o used. Tliere is no sntisf:rctory metllod of "fi:;iiig" l~astel 
paintings, and the chief olijection to t l ~ c m  is \\.ant of per~nnnency. 
On this suilject XI-e give the folio\\-ing calldid ad~liissiolls f ro~n the 
little x~-ork a l ~ e a d y  quoted :-

"It ~ ~ i l :  pic-IJL a t  ollce understood that,  ns soon as  a era-on 
ture  i-: G~li<l,ed, i t  \\-ill be necessary to secure i t  uniler glass ; for so 
siightlj-trr~:~,cious it may hare is tlie crayon in ronie pas-ase*, \~ l i e i e  
been rtpeltec1!y :tiq~lieii with a \-iew to i~rill ianc-.  t1i:tt i t  I:-.i;ht Le 
bl,rxvn from tlie surfitce of the paper. These x-iorka are liable also 
to  injury fro:11 tlie s:imt? causes t l i i~ t  affect oil arid 1%-ater-coionr 

* TIPArt of Painti?ly a~zdDraic.,'~rgill C L ! O U T L ~  C?'ayom. B. 
Blnrray. 
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prtrta. as tile f:ice of a portrait or tile sky of a 1atiO.c:tjie ; ;ind 
the rlificulty in repai~.ilia t1,ese illjuries a i . i se  fro ti^ tlie iln- 
possibility of rni~tclii~lg tile fa(leC1 tints by new CI . : I~O: I~ . "  

SOTE ?I.-\~II.LT13 P~~L-~ : IPU.LELITI~~I  
"PRE-R~LPHAZI.:'~.~<>~, to the ex),!:i!:.i:iq,li of i t  gircn by: I C C I , ~ & ~ I ~  
its c i ia~nl i io~~.  of3 i r .  Ru.ki11. is iliter~rlecl to CCIII~IJ~!: ti]< te11Je11cy 
mnc1ei.11 ar t  to tile pur-uit o:' be:luty ::t the ex;:cllce i:f l!i:~liliiles.-
alrd t ro th ;  a!iii the  ser.riie in1it;ttion of tile Y~~;;t-l:al~i~:~elite 
;,ai!,iers, to tlie 11,.glrct of the rs:rct iiiiiLati,,~i (1:' tlature, thus 
resting in ::n i~vjierftct ~ e l ~ r o d u c t i i ~ n  of tc!i.ntic it;cl.it. n-liicl~ lllust 
rs.;ult in conrelitiorral ~n;~i i l ier i>~n,  x~iil  lii:i:!er. ~ i 'I I I I ~l i~.erect,  the  
ar~i,t ic ~Ii;ic~\-ery tile illex- and relfroriuction of i i ~ i v  t r :~ t l i  ~'!o:II 
haustiLila fi~u:lt:iiii of 11nturc Itelself. Yo esc:tl;i- fr.)ln tiiii ten-
denc~-,' tile ;'re-liap!;:reiite Z~.~ti:rt.n,'as tlley .-:ylc t!tem-elres, 
prol~ose to follb\\- ttiie tr;icl; of art f x n i ~it3 ii,f.inc:i in tile vords  
of i.ord Lilr:l.;ay, tile stu(ient most ' n~cr i ld  to tlie :out~tr.ia- 
he:id: he ti:ubt study I)i:~.cio :iii~i C+iu tv. tllat I I C  1i:xy ~ m i t ~ t  like 

Tacicieo di Ecrtolo :ind I\i:isilc.cin :-l'ac;Jeo (li I 'rttcjl.; 7+11(i >!:IS-


accio; tli::t I:e may 11ni1;t !iiie l'eru-ino and LuLc;l Si;nc~eili :-

and Peruyi~io  aud LIIVC:L biun(,rtlli, t ha t  Ibe 1113~1.ail1t 1:he 

Raphael R I I C ~I,lichaei An,reio.' )IT. 1;usii11 ~eififiiiatrs tile i(ie3 

of the Pre-I:al?li;kelite ;:z-:iit,iit;,tirrg :ill- p:i.:urcs ; lie avers 

that ' of
tliej- ir:el.elj- ol~pose tlii-tl~ielves to ti,e mi,,lcr:t s ~ s t e ~ i l  

teaching ; a1111 paint. 1i:itnre as  it is :tr('anrl ~l,e:n, n-it11 tile Iie!p 

of rnr~,;t.r~~ ii?en of t he  
scir!~ce, mid \\it11 t!~a t.aiut~:l;t.-s of tl!e 

thirteenth anc1 fourteet~th ccl~titrits.' H e  i ~ a - ,  I:o\~-t-re~., lucre 

recently gohe to a lilac11 g:.e:ire: estrerile : fiir i~~it.i:.c-. Ile iljalbts 

that m,di~v; i l  a r t  was T,1;. , ' i i ~ , n .;lnd all li.orler11 xl.: i;i ~,~,:+ftle; 

that mecliz~-wl ar t  co,!f~.~sec/ C!il.iit, n-!iile morierli ; r t  (lejiirs C'lil.iit. 


" - l y : i i l ~ ~ tthis sch;sn~ in ar t  it is objectvil tiiat its lery  title is 
iiliely t o  mibl, :~tl ; for, j i l ~ l ~ i ~ ~ ~  frinn'their no r i s ,  I\-e 1iinY 
gay, n-itli J l r .  I:rlsl;in ~riil :s~li ,tilat ' tl1e.e P ~ . C - I : : I ~ J I I ~ ~ I I ~ ~pic-

tures are just as  ~upe r io r  t o  tile early 1taliii11 in <kill of 11l:!l!i:~n:2-

tion, power of dr;tis ing, alld knon lLd$e of effect, as ill!er;or t o  

them In grace of' design ; ::nd that, in a \vord: t1iel.c i s  not a 

ahadon- of resamblalice bet\veeo the t ~ n  stj-ies.' -4:ld eve11 if 

there are errors in the  modern s y a t r l ~ ~  
of te;iching, t!iey do not 

Prove it t o  he wrong by availing theil1se11-es of i t  only so far as 
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i t  gives mere skill in exact technical imitation, and rejectin: it4 
higher principle::, wliile professi~~g to substitute a style in \\-liic]l 
these technical merits do not exist, but whose rlrialities of grace, 
purity, beauty, and expression they confessedly iiiiss. Let US 

have, if po.ssible, closer study of Kature, and more conscii.ntiocs 
imitation of her ; i ~ u t  why s11oulJ the artist, more than tlie jioct, 
resign iii3 nob'e prerogative of educatiug his mind and eye to tlie 
:tppreciation f ~ ~ r  of selection of all that she ,,fi't.r,: ufpurposes 
tender or lorely, expressive or beautiful? Why  should he ri!n do 
what e l  en X:tture hrrself refuses to do, unite, for hnrmnnl- or con- 
trast, ~ili~riy diverhe beauties together, provided he cull the fio~\-er~ 
from Kature herself. and they be not artificial? Again, these 
painter3 profess to iriiitate nature, :i~iil eschew the ~)!ayi;tii-ni of 
modern art ; yet sonic of them imitate the proclnctiur~sof a 
peri,,il ~l-llr'na most the orily excellence was esl)reasion, ~\-lric!i 
they do not repruduce, 11-liile thej- l,on.orr- much tliat is nlerrlj- 
grotes~qne. S o t  tliat the ancient painters intended it  to be so : 
but it  \\-;is tlie nearest approacli to the imitation of nature ~l-liich 
their irnperkct soieritific and technical rtsources per~liitt-cl ttieru 
to ~naiie. T1:e truth appears to be. that there is sonle nc:lli~gy 
l>et\\-eeii tile Ilrugress ot art arid science,-every step hits b,rn tile 
vantage-gro-.ii~il for further 11rogriia-,-both are inmite ,  ? n i i  co 
one niin<i GJII master every lrraricii of either ; still, by follo~\-iiig 
the natur:il inclination, a proper lire of the knov-leclse nf n hat 
has already been done, snd  tile cr~~iacielitious study of S ;~ tc re ,  
tisere will ever be roo111 for originality. 

" l'lie religious spirit of early ar t  being tlie prodcct of tota:ly 
different tel~dei~cies from tliose of rnodetn society, \\-e c;tn no 
more recall i t  th;ill w-c r:Lu retui-11 to the m:;nriers aiid custon~s 
and entire niode of thinking of that age. As Jir. Leslie happily 
says : ' Tlie spirit ot Chaucer is not to be caught bj- aadolrr!ng 
his p h r a s ~ o l o ~ y ,  Ly printing in b!ack-letter ; so neither sliall or 
xi-e catch the spirit of any school or niaster by adopting that from 
i t  which is merely teniporary.' "" 

\Ye hare, llo\\evcr, in various pnrts of ihis volume, acknolr- 
ledged tlie service rendered to art by Pie-llaphaeiitis,;! in the \l-i-ay 
of protest against the conl-entionality into ~rliich the Eri,vliah 
school hiid fallen-against a sj-stem of mere picture manuf;'.tcture, 
a ~ l d  agairist the subetttution of flippant execution f i ~ r  Lonest 
labour, aud tlie intelligent revereritial rendering of nature. 

- ~- .. -- -.-----

* Conimunicate~lby T. J. Gullick to Tl~i,zysnot Generally K~town. 
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