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PERSPECTLVE EXPLAIN.E

IN
SERIES OF DIALOGUES

BETWEEN

THE “UTHOR'S CHILDREN,
GEORGE, AN,v, ELIZA, AND JOHN.

Iniroduction.

Eliza. My dear brother, when will you teach us
pu;spective?  You know I do not love a state of dark-
ness ; a1l you have told me that a painter might as well
be blind, as ignorant of this most important branch of
his art.

George. Ind:ed, my dear Eliza, it is of the very first
impor.yige ; =nd )3 rathe; the mdin root, or foundation of
truth, in a pictuii, thza a branch. Iam very happy to
find you so e.rnestly dlsposed to study it; and if sister Ann,
is at lelsu,o’ and little John will but attend I will now
endyavour to make you :!cqnamted With all the necessary
rules 9;d principles thereof, and Dolf you will gll pay the

gngst p«\ent attention.
£ John. Why; brother, you know I can draw, and yet I
ao.not undesstand perspgctive. What is%it? Shall T be

able to draw better when I know ?
B
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Ann. You know, my dear boy, you have alwa; s some-
thing toe draw from; which, it is granted, you imitate
pr-ettily; but what would you do without a copy ready
designed to your hand? Brother will soon show you the

advantage of knowing perspective.

George. That is well observed, ;:Ann; and I shall pro-
ceed— First, to call your attentior to its general and dis-
tinguishing character, which is, To REPRESENT OB-
JECTS AS THEY APPEAR, AGREEABLE TO THEIR REAL
FORMS, DIMENSIONS, AND VARIOUS DISTANCES, BY
DRAWING AND PAINTING ON A FLAT SURFACE;
the eye being a single point, so wonderfully construc’.d,
as to receive and comprehend all the visible matter
which may appear, within a certain space, at one view,
or action of sight, producing a perfect idea of their real
Jforms, by an association of lines and anales totully diffe-
rent. Yet the form of a Yrue {nd _]udq.cxous n=";pective
representation will so perfectiy agree »with the knowledge
conveyed by the, absolute or geometric form, Yhat the one
will stand as an -ev1dnnce, or test of the truth of the other;
as thus — In viewing,a street (whu,h adnlit to be), tevel,
straight, Parallel, ax'l L‘lmform in the building, 1‘ will
appear to diminish a®cording to the distance, cowvervz g
Yowards a point gt the furthest end — THUS A PERSPEC-
TIVE REPRESENTATION woulp DESCRIBE 1T — which

would preserve and convey to the mind a perfect idea
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of the «geometric and real forms presented to the view;
although‘\so very different, that there could de but one
level line in the whole drawing; and no {wo parallel, with
perhaps the trifling exception of what might be scen of the
square parts of chimneys, some small projections or
returns, or an acci('l\c'ntal cross street. Now for an experi-
mental proof — Go %p the window,* and look stedfastly
through one ot the squares of glass (which you know is a
flat surface, and which constitutes the transparent plane in
perspective) ; then, if you could keep yourself stationary,
within reach of the glass, you might trace, with a pen,
a proper perspective outline of the scene or objects in view;
and by laying a thin wash of gum water, or isinglass, on the
glass of the window, you might trace the scene, &c. with a
black or red pencil, and then place a piece of drawing
paper over it, and trace it off on that, so asto proceed to
make 2 fnished drawing.

Ann. But, brother, you must tell us how to keep the eye

* Although the Author began his work with a note, he con-
eeives 1 gencral objection to votes, in books which are intended
for the information of young reade:s: esp. cially such as have not
received a regular education, who are tho often unaware of their

,iraporta xee, and pass them by as irrebnvant fo the subject, or
(more “probabiy) without a thought. Yethe cannot here avoid
ropeating ihe instruction given in the latter rait of that note : for
tl'e novice will read in vain, who will not be at the pains to make
this, and every following practical experiin—nt, to thorough con-

viction, before he proceeds.
- B 2
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in one posltlon, as 1 instantly perceive the op-ation
depends on’that. : N

Eliza. Oh, sister, that may be contrived many ways! —
I long to try to take a view by this method. I wonder
painters do not use it: I feel as if I wanted no further in-
formation on the subject.

George. A very complete apparftus is made, to take
views in outline corresponding with this method, and is
used where expedition or a want of knowledge of art makes
it necessary : but I direct you to the tracing on the window
only, to confirm to your ideas this leading principle,—
that in every thing you draw, you are to conceive you a4e
drawing, on a glass or transparent plane, objects which arc
supposed to be on the other side.  But you are not to sit
down with these contrivances, if you intend to become
acquainted with the art of painting; as it will be abso-
lutely requisite for you to learn all the elements, L _ginning
-with practical geometry, sufficient knowledge of which ¥
will give you in due order, aud Jeave all the secondary
means of picture-lnaking 1o those who will not acquire the
art of doing without thcm.

John. What do ybu me:m, brother, by  secondary
means?”

George. All cepymg, by measuring, tracing, squaring,
and pouncing, and all mechanical aids in makirig copies of

pictures.
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El.... . Then engravers are but secondary artists ?

Ann. I believe, sister, this is tap hasty a cone]umon-
for, by what I have already learned on the subjeet, en-
graving (although dependant on some mechanical means,
to obtain a certain, and correct, outline of the subject of
imitation) is one of the great departments of art, and
may be as excellent # its way as painting itself.

John. 1 bég pardon, sisters, but I think you should not
talk about engraving now : it is a hindrance.

George. Now to conyince you of the great advantage
of a regular acquaintance with the art of perspective, please
to obsérve, that architects, after they have drawn the
geomct.rical plans and elevations of a building, can (by
due knowledge of *his art, united with a tolerable good
taste for landscape) give very true pictures of intended
buildings or improvements before they are begun,—the
forms . trees excepted of course,

Eliza. What, entirely without seeing them ?

George. Yes, as perfectly as you could trace .them on a
transparent plane, after the wholg is cdmpletely built and
planted.

Ann. How delightful! What{an art it must be!—
I camhot help thinking it very diffiCult.

+ Eliza. Why, there seems to be akind of prophetic
power in perspective, if one is enabled thereby to show the
true picture of a place before it is built. I have also some

serious’notions of the difficulty.
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George. Never fear, sisters. Attention and pers-. Verance
will surmonnt great difficulties; and perspective being
attainable by rules, must not be classed among the greatest.
I will do all in my power to make the whole as casy and
pleasant as possible.

John. Then you know, Eliza, we shall be ableto pro-

o

phesy pictures without tracing.

Eliza. And vet, Mr. Smart, I have conceived a great
partiality to this drawing on a glass ; for I have been to the
window, and fixed my eyc so attentively, that 1 could
imagine the window frame to be a picture frame, and all 1
saw beyond appeared to be a perfect picture. Do come
and look, Ann, and if you take my idea, you will be
delighted ; for though the scenc is not composed of the
most picturesque objects, yet only consider it as I do (a
painting), and tell me if ever you saw a better?

Ann. Oh, Eliza, I almost envy you this step? It has
taken my imagination instamly. You may well call it
a perfect painting, although the scene makes it a
poor picture. Well, who' could have thought we should
ever feel so much pleasure in looking towards that dull
street ?

George. Now, sisters, if only a right idea of perspective
has given you so r«uch pleasure, sypu may fairly conclude
that a right knowledge of it is worthy the study: for to

study we must proceed : and 1 hope you will never quit a
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subjeat, or suffer me, tilPyou clearly understand me. And
let me enireat you to follow my explanations attentively,
enquiring freely on what has passed » but do not lead on
too fast by looking forward, as that may tend to that sort
of dispatch which must be considered more a desire to ge#

rid of a lesson, thau to become acquainted with it.

-

On Geometry, and the Use of the Instru-

ments.

Ann. Pravy, brother, is not practical geometry the
proper iaitroduction to perspective !

Eliza. Oh, geometry'—the word fills my mind with
alarm.

George. And pray, sister, did not the word alphabet
once alarm you ; and afterwards the words grammar, French,
geography, gamut, &c, &c. ! What say you to geometry,
my brave John?

John. I donot intéud to° be alarmed at a word, I
promise you. J suppose you will soon show us the mean-
ing of geometry.—Whatis it 4 _

Ge:)_rge. .lt pructicz:lly teaches Ehe methods of draw-
ing lines, squares, triangles, circles, ovals, polygons, &c.
'x;'.ith truth, and propoftionate to ang scale you may

find occasion to adopt. But it may be some considerable
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gratification to the alarmed to inform them, that littlemore
than a dictionary of the gencral figures, and a “very few
practical problems, will be all that is requisite to our
progress in perspective. Do you know where to find the
case of instruments and the parallel ruler?

John. Youknow you always clean them and lock them
up safe in your drawer.

George. Here, John, take the key and bring them to
me, and I will teach you how to use them ; and I hope you
will never forget that you found them clean and safe when
your first began to learn the use of them; for if you let the
instrument get out of order, you will soon feel the incon-
venience of it. '

John. Here are the instruments, brother (Plate I).—
Are we all to have instruments and drawing boards ?

George. Of course; and I must observe, that many a
genius may be lost for want of the possession and know-
ledge of these simple keys to the doors of art. The framed
~Arawing Loard (Plate I. Fig. 1.) is made to any size you
choose: it only fé;quircs attentive :mspection to know how
to put the paper on it. First, tut a picce of drawing
paper, about an inch, louger and wider than the pannel :
pass a clean damp snonge over the back of the paper
(the back of the drawing paper is that side on which the
maker’s marks redd backwards) ; then take out the pannel, '

and place it even an the paper, and lift up the paper and
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pannél together, and pl:;ce them into the frame; press it
wel up to the front, afid replace the two bars behind, and
it is ready to draw on. )

Ann. Arc these sort of drawing boards absolutely requi-
site?

.

George. Noj; draftsmen paste or glue the edges of very
large sheets, and lay them down on smooth boards: this is
the most usual method with architects.

Eliza. Please to tell us the process.

George. First, observe that you damp the back of the
paper, and let it diffuse till it is p/iant ; then paste about
half an inch (quickly) of the edge of the paper. Some
double bick as much of the paper as they mean to paste or
glue; but 1 think it kest, when pasting, to lay a flat ruler,
as a barrier to the paste. If you want to use the paper in-
stantly, you must glue the edge, as that will bear drymg by
the fire : the pasted edges wil] uot but must dry gradually.
It is well to lay down paper for drawing, on the evening
previous to the day you wish to draw on it. Recollect
o use glue quick, and stick the part you glue to the board
as you proceed,*for glue' will set, o.r chill, n an instant.

Jokn. 1 hope, brother, the p.np <r will soon be quite

esmooth—1I vant to see you begin drﬁwmg

,George. I must first qplam the mstrumcnts to you, to
wluch I beg you will pay great attentxon. now take the

largest compasses (Plate I. Fig. 2.) out of the case, and by
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unscrewing that little screw at N°1, you may tafe out
the steel lcg : take care of 1t : then take that instrument out
of the case which has a lead pencil in it, N° 3, and place
it in the compasses where you took out the steel leg, and
turn the screw tight again; thus we are provided with the
means of drawing the circular parts of geometrical drawing.

Ann. Thatis very complete: will you tell me, iother,
why there is a joint (N° 4.) 1 the pencil leg you have fixed
in the compasses, as there is not onc in the steel leg which
you first took out?

George.  'Were it not for the joint, the pencil would lay
too much on its side when = kuge civcle is requied, and
the line would of course be broad; Put by bending that
knee or joint, you can draw to the full extet of the com-
passes, perpendicular to the paper: this sort of precision
1s to be observed in all geomcuical studies.

John. And what are these compasses for, which are
without any joint or screw ? ({Fig.5.)

Georg‘e. They are to take dimensions with, and are
called dividers, -and are nicely adapled to set off any
number of equal p.ms, &ec. T

Eliza. Here is an'olher leg with a joint in it; (Fig.6.)
what 15 that at the otlier end of it, with a litt'e screw?

George. That is a steel drawmg pen, to place in the
compasses after 1he pencil outline is correct; and you Pre

therewith enabled “to ink in all the circular parts of your

drawing. '
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John. Then I suppose this long steel pen which hasne
joint, is to ink in the straight lines?

George. Very rightly supposed, John.

Eliza. Whatis this little rule for, which has so many
lines and figures on ite—I mean that with a joint ?

George. You appear perplexed at this instrument :
come, 1 shall soon relieve you; it is called the sector,
and is particularly useful in many points of mathe-
matical inquiry; but ulmost entirely useless in the
practice of perspective: yet T hope you will take some
opportunity of learning the usc of the fine of lines on one
side, and the line of polygons on the other.

Ann. Where shall we find the proper explanation ?

George. In the En-yclopedia, or Kerby’s Dr. Brook
Taylor’s Perspective : there is alss a cheap pamphlet on
the use of the mstruments.

Ann. Aud what use are we to make of tlis neat little
thin rule, which has such a number of lines and figures on
it? will you please, most indulgent master, to (.lispatch
this intricate artic.lc, as you did the sector ?

George. Your request is granted, “.ithout any indulgence
on my part ; as you will only use it for a nice ruler. But
¥ may ell you that the %ines and figdres are only propor-
Yonate scales; as, suppose you consider any one whole
divlsion, on cither of the lines, as an inch, foot, yard, pole,

furlong, mile, or degree, you will find *the proportionate
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subdivisions at the end of that line; and on the other side
is a liné' of inches, each divided by ten (or what is pro-
perly called decimally), and below that is a decimal scale,
which, by means of the diagonal divisions at each end, ex-
hibits the smallest part of a tenth that a draftsman can
possibly distinguish by lines.

Elize. 1 think we shall not, hereafter, be alarmed at
intricate appearances, since your explanations are so very
intelligible,

Ann. We were hoth cowards, Eliza; but George will
pardon us.

George. Pardon, sisters! you know it cannot be long
since I looked on these instruments with the same ideas
of them you seemed to entertam j there is nothing to
pardon, but a little impatience. Deliberate attention will
render the whole as plain as that which I have already
taught you.

John. Please to tell us what this half circle of brass
(Fig. 7.) is for? then we shall know all the instruments.

George. It iz called the protractor: it is used to find the
number of degrees contained in an angle ; as thus — Ann,
draw a right line, and place the straight edge of the pro-
tractor truly on it; then make a niark on thecpaper, at the
top of the semic:ircular part of the protractor, at 90, and
{without moving the protractor) make a mark on the line

exactly at that litfle mark oun the straight edge of the pro-
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wractor, which divides it in half, and which is the centre of
the circular part of the protractor : nQw take it°off, and
draw a right line through the two marks you have made on

- the paper, and it will be exactly perpendicular to the line
you first drew. From this you may remember that a right
angle contains 90 degrees, or a quarter of a circle.

Ann. 1 see any other angle may be found in the same
manner ; do not you comprehend it, Eliza ?

Eliza. Not quite so clear as you appear to do; but
brother will favour me with another example.

George. Come, Anmn, show your sister how to find the
angle of 75 degrces.

Eliza. ‘1 have it, George ! it is only to mark at 75, as
Ann did at 80, and drdw the line to the centre.

John. Oh! any body may do it: but I camnnot tell
what use it is to know it.

George. 1 will tell you, John: one advantage you have
gained by it; you know you are very attentive to conversa-
tion; now suppose you had heard any one say that .the sun
was abeut 30 degrees above the horjzon ¢before I taught

‘you this), could you have concgived swhat height the sun
was !
® John. No,brother.
o @eorge.  Can you now e
JYin. 1 must consider a little, brother; come, ask

Aann and Eliza, and let me hear how they.auswer.
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Ann. 1 think a line drawn from 30 on the protractor to
the centse, would be in the same direction as the line from
my eye to the sun, when it 13 30 degrees high, or above
the horizon.

Eliza. But the difference betwgen a degree on this
little instrument, and the vast extent of the circle the sun
is supposed to make to the earth, or rather the earth to it,
seems to me to bear no comparison.

George. 'The observation is allowable to those who are
uninformed ; but you must henceforth remember, that the
three hundred and siatieth part of the smallest circle that
can be drawn, or conceived, is as much one whole degree, as
the threc hundred and sixtieth part of the largest circle ima-
ginable in the vast immensity of space! and 30 degrees on
the one, would form precisely the same angle as on the
other. Now, Eliza, for proof : take a large sheet of writing
paper, and draw an angle of 30 degrees (let the point, or
centre, be near the middle of the paper): now place the
steel leg of the vencil compasses on the point of the angle,
and strike the largest circle the paper will admit; now
strike the smallest yo‘u can, and two or three intermediate *
circles, and observe, that the space between the two lines
which forms the angle of 30 degrees, will Ive found to bw
exactly one twelfth part of cach.of the circles, where they
cross them. l ‘ v

John. Now, brother, I understand how to conceive
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the sun’s height, when I hear the number of degrees men-

tioned; and I love the thstruments the more I kn®w them g

but I always thought them very diﬂiéult things till you

began to explain them. Come, will you please to explain
“the parallel ruler?

George. (Fig. 8.) It almost explains itself. Practice,
with care and caution, will render it familiar to you: when
you have drawn a line, and require another parallel to it, take
care to keep that limb of the ruler which you do not want
to move, quite still, and firm to the paper with one hand,
and move the other side, or limb of the ruler, upwards,
or downwards, to the point required ; then hold that firm
to the paper while you draw the line: if this is not nicely
attended to, you will sloose the parallel, and confuse your
drawing ; indeed, the whole use of the instruments depends
on precision, insomuch, that the words ¢ geometrical
precision,” are the terms mnade .use: of to convey an idea of

the utmost correctuess.

. CICY . .
Ezxplanation of the Terms and Figures in
.

* Practical Geomelry.

(eorge. PracTicalL GEoMETRY now will engage our

whole attention for a short space of tine ! and then, John,
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X will draw in perspective : you must keep your eyes o
Plate I1.> while I explain each figu.e.

A. Thisis only a single dot or point, and is the first
term in practical geometry: it is to be conceived a point
without length, breadth, or thickness.

B is a straight line, which you may imagine to be a
number of dots united, having length without reference to

breadth or thickness.
C. These two figures are curved lines, having no straight

part.
D is a right-angled triangle, or an angle of 90 de-

grees.

E is an acute angle, or less than 90 degrecs.

F 1s an obtuse angle, or more thap 90 degrees.

G and H are parallel lines: they always follow one
another at equal distances. The brass semicircle of the
protractor is as parallel ay the straight part of it.

D, N° 1, is a perpendicuiar line to N° 2, because it is at
a right angle with it. Observe, that line is always considered
perpendicular to, a horizontal, or level line, which is at a
right angle with it; but a plumb-line is the radical or
original principle of the idea of a perpendicular, witlout
any material exception to the object of our pursuit.

Ann. Can there be any exception ?

George. Yes, when a plumb-ine is suspended near

the side of a mountain, it will be attracted out of its
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vertical and proper direction, towards the centie of gravity.
by the mountain.

Liliza. In what proportionate degree, brother ?

George. You will find a full auswer to your question
in the Encyclopedia, under the word “ Atiraction,” which I
beg you will read.

John. What is a plumnb-line ?

George. Tie your top-string to the peg of vour top,
and let it hang as a weight, and the string will be a plamb-
hine. You may have observed the bricklayer’s huilding rule,
that has a line and plumbet of lead : it is called the plumb-
rule, h\ which thiey are able to prove the perpendicular of
their \\(nl\, which is a point of the utmost importance in
building : the paviowr’s levelling-rule has also the plwmb-
line.

Ann. ‘Then, as they are so very accurate in their works,
I conceive we should uot be less su in our imitations of them.
Now I feel the foroe of your remarks on iy ﬁrst.skctches 3

vou used to say that the houses I diew were falling down.

Lliza. Wlla.t an unpleasant sengatioll it produces! all

my little Jandscapes will shock e g for houses, churches,
castles, bridges, gates, and stiles, arg all tumbling down.

Jolin. 'Then the best way, 1 Jlinl\, will be to burn
sthem, and mind to de hctter in future.

-Gcorgc. Well said, Johu.

D. N° ¢, is a horizontal line, and represents a perfect

L]
C
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bevel . it an the base ne of this figwe. The tum hase
Lie is properly applied to that Jine ou which a figure
erected.

D, N¢ 3, is a dingonal line, heeanse it crosses the figie
at opposite angles, and in its direction may be considered
the obligue line: that is the geometrical texm for a stanghit
line, which is neither level or perpendicular.

} 1~ 2 cnorp, or suldense: it s the straight Ine that
Joins the two exttanities of an me, exactly as the sting
of an archer’s bow.

K. A spirar ave e e Dine pesiing Dom s
centie, amd continually expanding and poag off fiom it,
at every furn,

Jokn, ¥ can make o spoal Time by 10llng this nmrow
plip of paper round my pencil @ and then Ietting it Toose, 1t
will be like the spual Jine.

George. 1 like your obseration, John; I shall soon
dircet you to the means of diaving one properly; Iet me
tirst explam all the fignues.

Liis a 1anore+ 1, which touches another line without
entting it.

Eliza. By the figuie, it appears that the surface of the
table would be a tungcat 10 an orange ; 1 wisl. you would
make the experiment, brother.

George. The application deserves one; and we wiil

divide it by cutting iv into fow equal paits : the lines which
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will pass through the orange, in dividing it, are secants, and
are explained in our next figure.

M. A secant is a line that doth cul or cross a
-figure.

N is another extmple, showing two secants through
one figure.

O is the segment of a circle.

StRrRracks may be comprebended under three terms :
viz—1st, the plain or fiat: 2d, the convex: and 3d,
the concave.

The geometrical surfuces, with which you should be
well acquainted, are generally known by the name of
polygons.

Ne 1. The trigon, an equilateral triangle, three equal
sides and angles.

Q. The tetragon, or perfect square, four equal sides.

.

3. The pentagon, or figure of five cqual sides and
angles.

4. The hexagon, or figure of six equal.‘sides and angles.

5. The heptagon, ortigure of feven equal sides and
angles.

6. The octagon, or figure of eight $qual sides and angles.

7. The enneagon, or figure of ninc equal sides and angles.

'§. The decagou, or ﬁgl;re of ten cqual Ssides and angles.

6. The hendecagon, or figure of clewen cqual sides and

angles.
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N°10. The dodecagon, or figure of twelve equal sides
and angles.

These figures arc to be described within circles, and all
their angles must touch the circumferent line.

The number of degrees which arc countained in one side
of each polygon are marked, to show you that the pro-
tractor may be used to divide a circle into any number of
equal parts, in the manner explained under its proper
head — page 12, line 17.

Triangular figures are distinguished by the qualitics of
their angles. as a right-angled triangle, an acute-angled
triangle. and an obtusc-angled triangle : sce figures D, L,
and T, Plate I1; and the equilateral triangle, N° 1.

The distinguishing names of fourssided figures are as
follow ; sce Plate 111.

N1, the square: 2. 15 a parallelogram : 3, the
rhombus: 4, the rhomboid :- 5, the trapezoid, which has
two opposite sides parallel, and the other two unequal :
6, the trapezium has all its four s'des and angles unequal.

The other two recular figures, are N° 7, the tiue
circle ; and 8, the elliysis.

N° tu, the perabola.

There me varions other wreguliir tignres, and you may
easily acquire a thorough knowladge of the whole, if yeu
will stuly some good treatise on practical Feometry 3

Le Clere, or Nattes’s, will be sufficient; but we shall



PrLAane 1.

! 2 * 4 i !

Rl |
X
)
H
.

L]
Square Farallelngram

-
\

Y G
A \ Trapezm,
N

\

i 7 i ! »
.\ Crfe I
< VT an Tl —
| - \\

' G 7o find a :-/.//./1/ /11(,1//, first draw the line AB
mark the poml & al pleasure, sel one foot

9 aof the Compafses on @ and opent fhem exvecllf

lo the pout A then slrike the are dAb.
rule a line® I/uvmy]: L &a Hll ot erofses
*the are e d .

There  dus the pomt ”If‘(ll{t]ﬁ whech

the Perpendicular mus pafs fioms

. e A draw itcas AC.and the

. right angle 15 oblatnd .

L] ~
See ffale N0
Frg. o & Tude P B

B

0 Parakola,:s B’ Seclon o @ Cene
which 13 ]’mwz’r/ Lo 1ls Side

 Wacter Inv’ . Pt

Jubhshid as < At e -






21

now ]')roceed to our first object, perspective, and only call
on the aid of as much practical geometry as We may re-
quire.

~ Ann. Here is a little triangular piece of mahogany;
what is its use, brother ! — Plate 1. Fig. 9.

George. One of its angles is made a correct right
angle, for the purpose of obtaining right angles in a
drawing, without the geometrical process.

FEliza. Aud what 1s the diagonal side of this iustru-
ment for? and why are not both the right augular sides of
equal length?

George. My dear Lliza, yowr question leads us a little
deeper into Ludlid than onr comse of perspective requires ;
but this triangle Gf properly made to measure 3, 4, and 5
inches, feet, yards, &c.)is so proportioncd, that the squares
of the two shortest sides added Jogether, are equal to the
square of the lurgest, or diagonal side.

John. What do you mean by the square of a side ?

George. Multiply thg side Jthree inches by th.ree, and
that will be nine, or lh? square of thrée ; then multiply
four by four, and you have 163 “laicll is the square of
the next shortest side: add them together, and they make
®5. Now sfuare the *longest side®5, and that will also
pwoduce 25, which stands as a general. rule, that the
sqiare of the diagonal of a right-angled triangle is equal
to the united squares of the two lesser sides. By this

rule, Dbilders set their larte framing of 100fs, &t. -
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square ; and planners prove the truth of their proceedings

thereby.

John. T wish, brother, you would show me how they
make use of this rule ?

George. I will give vou one Instance : now, suppose
this jointed (wo-foot rule 1o he two pieces of timber,
tuwelve feet Jong mstead of so many inches; and you
would lay them down exactly at a 1ight angle: first, open
the dividers to five inches (supposed feet); then lay the
rule on the table as near a square as you can, and place
onc foot of the diniders exactly at huee inches from the
centic of the joint, down onc limb of the rule, and move
the other limb ll the other feg of the dividers will touch
the point, which is four inches from the centie, and the
angle will be 1ight.  This one right angle, thus found, is a
rule for the rest of their eperations, as far as relates to the
square. Now please to observe strictly, to take cvery
opportunity of completing your knowledge on these sub-
jects; for a smatlering of any art or science will only
pass with the ignorant, and must expose you to ridicule
or contcmpt, whenever “vianty shall lead you to advance
your half-formed ide.s to the proficient.  Knowledge of
this sublime nature is for use, not show ; and every step
you take in gecnetry ends so deiightfully clear, that 'il(‘
student seems Lo fe2l as if he had always known il.

Aun. Can we begin perspective now ¢
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Ceorge. By the mcans of an example 1n practical geo-
metry, you know, sistar, it will he requisite to kave a right-
angled figure, or parallelogram, to ('lraw our designs in;
and how shall we make the angles right -

John. 1 can do that by the protractor now, if you will
tell me how long and how wide it must be.

George. 1f you will make your words good, 1 promise
vou it shall be rewarded with a new book. Come, draw
the figure 34 inches long, aud 24 inches wide ; and explain
vour work as you proceed, in a clear manner.

Joln. (Plate 1V. Iig. 1.) I first draw a line 34 inches
long ;5 then T shall set the straight edge of the protractor on
that ]inv., very even, and with the hittle maik at the centre
of it exactly to onc®end of the live ; then U shall make the
mark at 90 degrees, as you told us, and draw a line through
it, to that end of the base liye whereon 1 placed the
centre of the protractor, which I niust mark exactly 24
inches long—thiat makes one corner, you hnow; now I
have only to mark thes length 3} inches*from the top of
the papeudicular I hage drawn, aand the widih 2 23 from
the point of the other end of ethe Qase line, and draw the
other two sides to the nark T have c gust obtained, to com-
plete it. Sce Platc 1V, Fi 1g.

o * Eliza. Well doue, 351111; this proof ¢f your attention
is‘wm th a litde library.

Aun, I win astonished and delighted!
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George. This is success, indeed!  You have merited
the promised reward with great honour.  Now I will
teach you another method; see Plate 111. Fig. 9.

Ann. Thisis so clear and easy, that, instcad of intricacy
or perplexity, I am charmed by the knowledge it promises.
Are all the figures found as easily as a right angle ?

George. They require much about the same degree of
attention. I found no obstacle when I copied Le Clere,
except from the misprinting some of the letters refeired
to (as the edition I had was imperfeet), and that did me
some pood, by exeiting more attention than T otherwise need
have given themn s it is very casy to draw them, but, when
drawn, they are themes for the most learned mathematicians.

idiza. Are therc any other methods of finding the
nght angle

Cicorge. Yes, several, which vou must learn from the
book I have mentioned.  We can begin perspective now,

without any immediate call for morc gecometry.

Principles of. Perspective.

ON THE HORIZON OF A PICTURE.—Fiate IV.

TiGures 1 &' -

(ieorge. Now let me remind you of the rule laid down

m the first part of our conversations,—that this outline or
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limis of the picture, N° 1, must be conceived to be the
size of an aperture, throvgh which you view tee object of
[ ]

your study; ard the glass surface supposed to cover this aper-
tuie 1s alvass to be undi:stood as the transparent plane,
on which the driw e might he made a parfect outline,
and t draning, wmoposseetive, s oalways represented by
a line called the section live, which will be further
understood In proper course.  Now, on viewing Tig. 2,
you may imagine a level surface extonding from the base
line to the utmost visihle distance : think it a smooth sea,
if you please. The line which appears to meet the
sky is called the fhorizontal line, and must be as
high up in the picture as the spectator’s eye; or, the
spectator’s cye is atways to be as high as the horizontul
line, for the one wlways determines the other.

Ann.  As pictures are made .of $0 many various dimen-
sious, I should like to have some proportionate rule for the
height of the horizqntal line.

George.  About ong, third ,the height of the picture
scems to be the most general rule for lmdscape 5 but you

L]
are not confined to that proportion, as it may be some-
times proper to deviate.

Eliza. Plow are we to know when to make the

JJorizontal line higher or lower than Pne-third up the

picture
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Greorge. When you take a view from an cminence, ' you
must, conszquently, have a high hotizontal line, as con-
formable to the rule first given for its height (that of the
eye’s height); and if you make an eminence the object of
your view, vou must by the same ruie have a low het i
zontal line. The antigue, and all public statues, of gieat
and noble characters, being placed on elevated pedestals,
must of course have low horizous, o5 alo vhele length
portraits of distinguished peic as; but subjeets of fami-
liar life, or less noble che . tors, may perhaps be the
better characterised 1+ . . _ier honzon.  Gemns must
digest all rules, Luv o il never attempi to proceed with-
out the knowludz of them. :

John. Now, if I were to draw the fikeness of my little
dog, I must have a kizh horizontal line to the picture ;
because my eye must be considerably above him, unless

N
I placed him on the table, which you know is not a proper
place for a dog; but the portrait of a horse, or an clephant,
‘would have a low horizon, inasmuch, as their height is
above the level of my eye. Am I right, George?

George. You have ,com[?rehen;led me most happily,
and your attention claims great praise. Such active and
proper application of*what I have taught ysu, is-great
proof of commendable attention.

Ann. 1 have ‘scen ; 't e-looki 1
. e scen some very strange-looking print$,
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wherein (what I now understand to be) the horizontal line

was almost at the topf of the picture, and one might see

over the tops of houses, and (even) ;)arlly down the chin-

neys, and over a vast extent of country: what nume do
-you give this sort of view ?

John. Brother told me it was a bird’s-eye view.

George. And it is so called; because thic height of the
eye is determmed, in such pictures, to be inaccessible to
any eye but that of a bird, by which an extensive view can
only be obtained. Thesc sort of pictures are rather deserip-
tive, and the chicf pleasure they give is information: they
convey a tolerable correct idea of both plan and elevation, in
one piece, and are adapted to explain the positions of
fleets or armics, the geucral view of an cstate or fortifi-
cation. Pulaces, and other public buildings, have been
thus represented.

John. T hope, brother, you will draw us a specimen
of a bird’s-eve view,.

George. 'T'hat you will find in the pcrspectiv'e view of”
the chess-board, Plate VI Fig. 2, New be very atten-
tive ; and instead of 64 square, mg/les, which is the real
dimensions of the chequer board, y:)u mnust consider them
so many sqmare fields,» each an Zufdrcd yords square : let
his fix the scale of pro.portlon with 1egard o the beight of
the Lorizontal line, and you will find it %xactly four hun-

dred yards above the basc line, or level ground, which is
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certainly a height inaccessible to any eye but that of a
bird. )

Eliza. Ora balloonist’s (suppose we new name it),
since balloons have, in all probability, rivalled the utmost
height of the cagle.

Ann. The thought is a-propos; but the old name is
established, and, conveying the proper idca, need not be
changed: we must all thank you, brother, for your very

satisfactory explanations.

On the Inclination of Levels to the Ic>izon.

George. Now you seem to comprelfend the horizon as
the utmost visible line of level land, or of water, you must
also take for a rule, that all level planes (as floors, tables,
shelves, ceilings, &c.) tend ta the horizontal line of the
picture, as directly so as level land, or water.—Sec Plate V.
Fig. 1, where are represented five level planes, which
you may call broad-shelves, or floors, and their undersides
ceilings : observe, they all tend, or converge, towards the
horizontal line, although two of them are below it, and
three above ; and (as they are determlned by breadth) were
they to be continued to the utmost extent of visible distance,.
their retiring edges would all appear to unite in one point

on the horizontal line.
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Eliza. This is very clear, brother: now will you tell
me the proper name of the point to which all titeir retiring
edges would converge?

George. 1t is the point of sight; because the eye
;-vhich could see the five level planes, just as they are
drawn, must be exactly opposite that point. .

Ann. Let me understand you clearly: Is this point to
be cousidered as in the picture, and on the distant hori-
son? or is it placed there to represent the point whieh
falls directly opposite the eye of one viewing the scene ?

George. Suppose yougo to the fransparent plane (the
window), and fix yourself steady, as if you would trace
the scene before you—there would be ore point of the
glass you look thro;gh, exactly level with your eye; and
the continuation of that point, by a level line, right and
left, would be the proper horizental line : but this parti-
cular point must fall precisely on that part of the line,
where the ray, or ditect line of sight, would form a right
angle on the glass, or be'exactly perpendi.c'ular from its sur-
face to your eye,; and the ray of sight, which is determined
by this point, is called the p’-iﬁcip.al visual ray, which
Jou will be well acquainted with wHen you begin to draw
in, perspectne thuefore, as this ray proceeds from the
eyq, and not from the® lloruon of the wcene, the point
thus marked must be considered the po#u of the eye; and

it is only marked on the horigon, because it is impossible,
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to describe the real situation of the eyc, as it must always
be, at least the length of the pictu.re, transparcnt pluane,
or aperture, distant from it.

Jokn. 1 observe, brother, you sometimes say horizon ;
and at others, horizontal linc: what is‘the difference ?

George. All perspective representations must have a
harizontal (ine: but there are many pictures wherein a
view of the natwal horizon, or utmost distance, cannot
be expressed; such as architectural tiews, INTERIOR;
caverns, woody scenery, and perspective descriptions of
machinery; therefore the strict distinction is, that the
horizon is the real object, and the horizontal line is a line
drawn on the transparent plane level with it, and governs
all the leve! objects in a picture; and, as I told you
before, is determined by the height of the cye.

Eliza. It secms difficuit to agree with one part of your
law, that the horizon of level land should be drawn as
high as 1my eye, when, i truth, it is uo higher than my
feet,

George. Your ob.z‘cn:mon m® this 1s very keen; and
altiongh you will stilf find' the horizontal line, i the
pictue, as high as th laws of perspective bove fixed it,
yet I shall give you the satisfacfion to know, that your
query is founde£ in truth; and s.trauge as it may seen

te you, is consonaft with the instruction I have given

you.
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Aun. Come, John, we must attend to this curious
point: for if the ray of sight docs peally descend from
one’s eye to the distant horizon, 1 cammot conceive how
brother can maintain his rule, of drawing the Aorizontal
line as high as the eve.

George. The ray which conducts your sight down to
the proposed point, is at the same time a condunctor of the
appearance of it up nto your eye, and conseqnently in
effect as high as your eye.  Now suppese your eye to be
five feet higher than the level wheir ¢ 4 stand, and you
dibect a ray of sight to three n.-l.. distant, towards the
horizon of this level plain; now place, or conceive, a
transparent plane of ‘glass, to be set up for you to sketch
the scene on—say three feet from you towards the horizon;
then draw the horizontal line (on the glass or transparent
plune) exactly where it seemns to Be on it—you must allow
that 1s the true perspective situation of the horizontal line
on this transparent p]..me and how much is it betow the
level of your cye, think you? .

Ann. 1t must be someohat lon‘cr..

George. 1t is, as nearly as }.)o;ssilzle, the eleventh part
(y" the eighth gf an incly lower than Your eye, when truly
marked on the glass, at three feet distance fiom it : this is
an "tom m Eliza’s fa\«our- but too small & influence the

rule laid down, that of determining the horizontal live in

a perspecgive drawing always ¢s high as the eye; and vou
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mnst observe, that it is the distance of the transparent
plane from your eye, which occasions this space between
the absolute level of your eye, and the descending ray:
for were you to advance the transparent plane to the
distance of one foot from your eye, the space between the
real level, and the apparent horizon, would be reduced to
the thirty-third partof the eighth of an inch ; and agreeable
to what I before observed, as the level ray and the descend-
ing one both meet in the eye, they will therein be of one
and the same height. For the sake of giving you a
diagram within the compass of our paper, I have reduced
the distance from 3 miles to 36 yards, Plate V. Fig. 4,
wherein you may see and prove, by mathematical demon-
stration, that an object 5 feet high, at only 36 yards dis-
tance, would be but 1 inch § and } in height, when
traced on the section, or transparent plane, at 3 feet from
the eye, and consequently lﬂ..lt that measure from head to
foot beiow the horizon. The two lines drawn on the
tablet (which is represented on an easel by the figure)
supposes the horizontal line, and the height of a line at 36
yards distance, acco;"ding with the profile, to make the
space of 1inch § and } of an eighth between them.

John. We are sure now, that the horizon can never be
higher than on'. s eye.

Ann. 1thank you, brother. Now, before we proceed

. to further practice; I have one question to ask you
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respecting th® horizon :"suppose you were as high on the
mast of a ship as you eould possibly be with safgty, the sea
perfectly calm, and your ship out of .sight of land—would
the horizontal lines all round appear to you as high as
‘your eye, in the same manner as it has appcared to me at
the Panorama ?

(ieorge. Whether by sea or land, or whether one is on
a hill, a mast, or a tower, the horizontal line will be so
near the eye’s height, as to admit of no deviation from the
rule. '

Eliza. Suppose, brother—Aun, I, and John, were to
sit down at the window (sec Frontispicce), and each of us
to make a drawing of the scene before us ; would not each
drawing have its horizon according to the various heights
of our eyes?

George. Yes, of course: if you will all take the
position proposed, I will make a drawing of you and the
scene together : the sun is going down very beautifylly— .
it ought to be a pleasimg picture.

Jokn. Well, that is g pretty piature :* but, brother, you
have made the horizon higher ¢han &1 our eyes.

George. You must agree, that I could not make three
horizons in one plcture, according to the rule T have taught
y(:_u ; and you must recolfect, I made the drawing, and you
know I sfood, which brought the hogizontal line just the
height I have drawnit. You will do well to make fre-

)]
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quent application to true pictures, and to nature, to confirm

all you lea.n. ‘

Ann. I think we comprehend the theory of the fori-

zontal line: what is the next consideration, brother ?

The Theory continuced.

George.  Our next business will be to show John how
he may draw an army of seldiers, marching in open
column, as at a review.

John. 1 shall be glad to see you do it.

George. Now, sisters, look to the drawing (Plate V.
Fig. 2), and remember the rule which it gives and ;xpluins,
that all parallel planes, which go directly from you
towards the hovizon, or purallel to the principal visual ray,
whether perpendicular (as. those in the cxample), level, or
oblique, converge to the point of sight. See the roof of
Fig. 2. Plate VI1L. for an oblique plane, subject to this
rule; when, in geometiical Tact, they are no necarer toge-
ther, at their most distant parts, then they are at the fore-
ground.

Eliza. What do ypu mean by j.'oreground', brot'her?

George. It is that part within the picture, which ap-
proaches the basg liue.

John. But pray, Mr. George, where are the soldiers ;

. George. That is a very fair question, John 5 but Tonly
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proposed showing you the perspective situation of the
columns or rows.

Ann. And you have done it so plainly, that it only
requires a little more of John’s attention. Now, John, do
observe, if these five parallel planes were so many ranks of
soldiers, could any thing appear to keep better order, as
soldicrs march ?

John. (Ha! ha! ha!) I knew it well enough, but I
wanted brother to draw some soldiers; and I know all
those lines on the ground are to represent parallel boards,
although they all point to that dof in the horizon.

Eliza, You must not forget what that do¢ is called :
if T have undcrstom.i my brother rightly, it is that point
in the picture which is cxactly opposite the eye, and is
called the point of sight.

Ann. Is there any rule, by wiich we may know on what
part of the horizontal line this point of sight should be
placed ?

George. The best rule T can give is, to place it at, or
near the centre of the hotizon of the’ picture.

Eliza. Why, brother? °° 2

George. J have, from the beginning, endeavoured to fix
on your miunds, that a picture should be conceived the real
ok jects it represents ; and the frame, or*)oundary of the
picture, a hole or an aperture, througle which you obtain
the view. If this idea impresges your minds properly, you

D2
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'

will reasonably conclude that ncar the centre of such
aperture niust be the most advantaéeous position of the
eye ; which, you now know, determines the point of sight
opposite it, in the picture. Now carry on the supposition to
the covering the aperture with « glass; and observe very
attentively the advantage of this siluation of the eye, and
point of sight, when you begin to trace the scenc before
you. You consider, I presume, that your cye must be
stationary as fo its place, while tracing the scene; and
would view the various objects before you as they fall un-
der different angles from that point; therctore, the more
right or left objects are from the principal visual ray
or perpendicular of your eye, the more askance must the
ray be to those objects; and, in tracing them on the glass,
or transparent plane, as they would thus appear thereon,
especially near the foreground, you would mark them
broader than their proportionate size, which will be made
* clear to you in Plate X. Fig. 2: let this suffice to lead us
on towards a complete kno“;ledge of the point of sight.

Jokn. I have hearq“yOll explain the ray of sight which
goes from one’s eye, (lirectl_y‘ througit the glass or tianspa-
rent plane, to the horfzon, as the “ principal, visual ray.”
This, I think, I understand, but I cannot see how a ray can
be perpendiculuy to a picture, without vou lay it on e
floor, and look down perpen(hcularbaover it.

George. 1 cannot expect you to apply all I hav: taught
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you in one course of reading; but could you recollect the
definition of a perpendicular line, in Plate IT. Fig.D. No.1,
I should think you would not have asked this question ;
but, for the sake of conﬁ‘rming you in a thorough know=
iedge of this matter, I will make a drawing, aud I have
no fear of explaining it to your thorough comprehension.
(Plate V. Fig. 3.)

Jokn. Oh! I thank you, brother, for this drawing ;
why, itis like the large canvass which stands in the pas-
sage, and 1 suppose, that little boy is me: there is the
garden, too : d» look at it, sisters—I hope we shall have
some more drav/iigs.

Georg('g. Now you must all attend to the doy’s eye,

and the dolted line, *or ray, from it to the centre of the
canvass ; which doited line is drawn 1o exhibit to your
view the principal visual ray, as perpendicular to the
picture; for it is to be understood to be at a right angle
1o the surface of the, canvass on all sides ; and was the
picture, or canvass, to be laid down on the floor, as John
proposcd, and that ray was a substance ®of straight wire,
properly fixed, it would th:rn be gs perpendicular as a plumb-
line : therefore, place the surface of the canvass in what-
e.ever directim you cloose, the w1.re would retain its
relative perpendicular toe it ; and any eye directed along
thi¥ ray (of wire) must, according to Whe perspective
acceptation of the term, be perpendicﬁlar to the canvass
whereorrit is thus fixed.
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Eliza. Will you show us how you made the pavement
. .
in this drawing look 10 square ; as they decrease in width

and length—by some regular rule, I have no doubt ?

On the Point of Distance.

George. 'This question brings the point of distance
under our attentive consideration, which is the distance of
the eyc from the transparcent plane through which you sce
the objects of your study, aud on which you would mark
or trace them, as seen thercon; were it not for the
geometrical means you are mnow attaining, to produce
precisely the same effect ; for although we do not abso-
lutely trace on the glass, from a given point of distance
for the eye, we arc under the necessity of introducing a
section line, to answer all the purposes of the glass,
in order to obtain the true perspective measurements
of the objects ; and the distance of the eye from this line,
or substitute of the surface of the picture, glass, or trans-
parent plane, always means one and the same thing,
and coustitutes the point of distance.

Ann. 1 take it vc;‘y kind that you so oftcn repeat the
words “ or transparent plane,” whenever you have occa-
sion to treat orf the surface of the picture; but don’t ou
remember, brother, we all caught the right idea, at the

very first, when you calleds John to the window:to trace
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the vicw on it (see Introduction) ?—You need only say
picture in future. » °

Eliza. Aud leave our “ mind’s eyes” to sce the rest.

George. 1 thank you, ladies, for your geod-nature,
attention, and wit. *

John. Come, brother, show us what is to be done with
this point of distance.

George. It is always to be marked on the horizontal
line, on the right or left, or both, of the point of sight,
exactly the mcasured distance of the eye from the picture.
Now, Ay, you shall make the drawing, Plate V1. Fig. 1.

Ann. , I have some parallelograms ready drawn.

George. Fust draw the horizontal line, ad libitum as to
hieight, aud above twice the length of the picture: take
care that it be parallel to the base line. Now find the
centre of the picture, and mark,it on the horizontal line,
as the poiut of sight ; then take the length of the picture
with the dividers, fot the distance of your eye from it, and
set one foot of the dividers on°the point of sight, and the
other will mark the poing of distance on the horizontal line ;
next draw a perpendicular line ofrtn the point of sight
to the base line; now opcu your dlkxders any width you
choosc 3 for ha/f the width of a square of pavements, sct
'Oll‘le leg on the centre of the base line, and mark the points
on each side of it with the dividers : tl.lex:'draw lines from

them to the point of sight, which determine the width of
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the pavement. Now draw a line obliquely, from the
point of distance 10 the opposite side of the pavement,
terminating at that and the base line: observe where it
crosses the leftlinc of the pavement—that isthe point which
determines the depth of the first square; thus, you have
only to draw a horizontal line from it to the opposite line
of the pavement.

Eliza. Oh, this is delightful! let me draw one square.

George. Ouly draw an oblique line from the point
of distance to the same side Ann did, and down to the top
of her square, and rule the horizontal line; now we have
two squares ; come, John, you do the third.

Jokn. That is soon done ; but I wish to see as many
asarc on the chess hoard—then we should know how to
draw a whole floor.

George. 1t is my intention, and I will draw it to teach
you to handle the instruments in a better manmer than you
do. Now attend: I shall first draw the representation
of the whole side of the chess board, Plate V1. Tig. 2, as
one large square seen in perspective, by the same process.
Sister Ann found the';>erspéctivc of onc square of pave-
ment; then I shall diside it, at the base ling, into eight
equal parts, and draw lines from them to the centre, or
point of sight : these divisions will cross the obligue line
which I first drew, ‘o find the whole square, exactly where
the horizontal divisions of the board must be drawn,
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John. 1 soe this comes like all perspective ; but T wish
you could draw them to appear quite square, eus the real
object does when Tam not thinking on perspective : this
drawing appears to diminish ; and the furthest divisions look
really sinaller than the nearest.

George. My dear ingenious boy, Ihope I shall clear
this very reasonable query.  Perhaps one reason why the
drawing does not give a more true effect may be, that these
sort of lessous are drawn with too little attention to the
gradual diminution of the lines, as they recede from the
basc line; but the chief reason is, that the utmost perfec-
tiou perspective can giveto a picture, is only to convey the
truc idea of a sceue or object, when viewed at the very
point of distance the artist determined his picture by.
The examples I have given you are small, and the point of
distance proportionate to them; if you can bring your eye
to that distance, you will fiud the effect you wish. . Now,
for experiment’s sake, open the dividers the length of the
distance, that is, the space between the point of sight and
the point of distance l.;eep one foot of the point of sight
of Plate V1. Fig. 2; raise the, osher as near as you can,
perpendicular over the point of sight ; then bring your eye
carefully td® the raised point of the dividers, so as not to

» shurt your eye; and logk stedfastly on the drawing fora
few seconds, and you will find the true sffect is properly
produced.
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Jolkn. [Indeed, sisters, you must try this eaperiinent, fur
the whole bLoard looks really square, just as I aneuui-
mind to kecp your eye perpendicular (o the point of sight.

Ann. T confess 1 feli the same ohjection John made,
till we had this experimental proof; which is so clear that
I think I could give another example.

Eliza. Pray, Ann, treat us with one of your best.

George. 1 see Annis prepared.

Anu. 1t 1s certain, when 1 look upon any object, that
my cye is at the onfy point it could possibly sce it in that
particular shape ; and were I to diaw it while viewed from
that point and distance, ever so perfect in all respects, 1
think that no one, who was not determined to be deceived,
could suppose the drawing the real object; c¢xcept while
viewing it exactly in the same light, shade, and distance,
the object was in when drawn.  Now, ouly lay the dic-
tionary on the table, and as we sit in two diffcrent direc-
tions from it, were we to make ecach a diawing of it, and
then excimnge drawings, without at the same tme,
changing places, it would be impussible to compare them
with the original, and more so to suppose either could be
taken for the real book.

Eliza. I am very much obliged to you, sister. Now [
wish to ask George, why the lengt.: of a picture is fixed on
as the proper distauce of the eye from it ?

George. It is thc sHoRTEsT distance allowable, because
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the eye is so formed, th;t, were it to take a nearer point,
it could not perceive, at one view, all the objects right and
left, above and below the point of .sight of the picture,
under a proper angle for description or delineation, on the
transparent plane ;eas before observed by the word askance,
when 1 was treating on the proper situation of the point
of sight. You may prove this by refcrence to our com-
mon experiment : go to the window, and take one square
as a picture, and place your cye at the proper distance, you
will then prove the rule to be good; because all detached
vicws of nature arc done on flat surfaces; and the laws of
perspective require the transparent plane (on which the
outline ;nust fall, as the visnal ray passes from the eye to
the object) to be at that proper distance from the eye, that
its longest measure may be comprehended within an angle
of not greater than about 513 degrees of a circle (of which
the eye would be the centre), w‘hich is about the length of
the picture. Fig..2. Plate X. will in due order explain
this poiut to your satjsfactiop.

Ann. 1 perceive the. areat importance of taking a pro-
per distance ; and if I comp.rel.len.d what has past, I think
the point we take to paint a picture must be the best point
to view it Jrom.

*  George. You are jperfectly right, sister; and T expect
this subject will afford you some mirth before we quit it.

Eliza. Then, I suppose, it is cobtrary to the laws of
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perspective for one to go from side to side of a room
to view ¢ picture, since that point of distance, which
the painter performed his work by, is determined to be
the best?

George. Most assuredly it is, when.the light falls pro-
perly on the picture; but, unfortunately! many very
fine paintings are hung so disadvantageously, that the
glittering of the varnish, or glass, is all one can see at the
true mechanical point; this obliges one to take some in-
direct position to avoid the glare; and without some such
good reason, you may rely onthe “rule in perspective” as
an unerring guide, always taking a perpeudicular position,
and move forward or backward till you find you are at the
painter’s distance ; and this'is a duty you owe the artist be-
fore you are qualified to criticise the perspective of his
picture, especially of circular plaues.

John. Will you please te tell me why pictures of
circular plapes require to be viewed from the proper point
more than the representation .of any other object? and at
the same time tell me what are circular planes ?

George. Circular planes are circles described on a flat
surface, as a circular waiter, a coach ring, a wheel, the top
of a saucer, cup, or giass, the section of a column, &c.
&c.; which will not only appcar very unpleasing, but
incorrect, when sgen in a picture from any point except

the true poiut of signt and distauce. Perhaps the direct
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front view of &t. Peter’s at Rome, of which there are en-

gravings with the circular colonnades, is one of the best
specimens you can prove this by; for on viewing this
picture askance the whole scene is distorted.

Ann. 1 thank yoa, brother ; this explanation has solved
a matter which has puzzled me ever since we were last
at the theatre. You know we sat on one side, ncar the
stage, and the scenery and side wings appearcd so badly
arranged to what they were before, when we sat in that box
which is behind the pit : then they all united so surprisingly
natural, that I wondered at the ingenuity of the con-
trivance : this was owing to my being much nearer to the
painter’s point at one time than at the other; was it not?

George. Your observation has been very correct, and
it is extremely cheering to me to find myself so well under-
stood ; for when you satin the frong box,youn were on an exact
level withthe horizontal line Of the scenes, and at the very
point of distance the- artist drew them by, or shou/sl have
drawn them by, which governs the perspective associations
of the stage, scenes, and side wings. » ’

Eliza. I did not make the remark, Ann did, but I could
not discover that the stage was unlevel till we sat /ust in
The side box.
®°George. The stage is *made to have a due inclination
towards the korizontal line, #s are the side wings to the

point of sight, governed by the distance of an cye in the
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centre of the frout box ; where the deception or stage ef-
fect is the greatest, aud the convcrging inclination the least
perccivable. Supposé a theatre to be eighty feet long from
the front of the boxes to the utmost extent of the stage,
then allow forty feet for the pit, and there will remain
forty for the stage ; but should it be required to make the
stage appear 10) feet long, see Fig. 3. Plate V1. a pro-
file: draw a level line 140 feet long (by a scale suited to
the eatent of your paper); then make a mark at forty feet
for the length of the pit, and a perpendicular mark at
forty feet from the front of the stage, which is the real
length of it; then suppose an eye in the front box about
four feet above the level line first made, aud draw a ray
from it down to the end of the 140 fect line; and where it
crosses the perpendicular, which you marked to represent
the real extent of the hoyse, is the point 1o which the back
of the stage must be raised, and it will correspond with the
proper horizontal line, and produce the effect.

John. Upon my word he must have been a clever

fellow who first contrived all these things.

To Sketch from Nature.

Ann. I want to know if I might sketch a large extent

of prospect on a leaf of my little sketch book ?
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George. Ybumay sketch an extensivc view on paper of
any size, by due regard to proportion. Perhaps there can-
not be a more certain method of finding how much your
paper will probably contain, at one view, than by holding
up the edge of it herizontally, at about its length distant
from your eye; then quickly and carefully mark the top
with your pencil, in contact with each of the principal
objects, observing, after you have marked the situation of
the most conspicuous, to keep its mark directly to it, when
you mark the others. When you have taken enough of
these memorandums, you may begin your drawing, looking
to the touch at the top of your paper for the situation of
the ()I)jcct‘under it : you may usc this same method for the
heights of objects, by fixing an object on the ground for
the height of your base line: then bring the bottom edge
of your paper to that, and mark keights on the side edges
of it, taking great care to abide by the point you determine
to be the bottom lne of the drawing, and lh? same
distance you first held the paper at.

Eliza. This 1 uml(-rsla‘ud; but how shéuld I proceed,
were T desirous of taking into yy pisture a certain object
on the right hand, and some other picturesque matter on
the left, and,®on holdihg up my l:aper at the proper
digsance, should find it tgd short to include all T would
draw ?

George. If it is practicable, you may obtain your wish
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by taking a greater distance to view the sctne ; especially
if those two extreme objects you 'wish most particularly
to include, are near the foreground of your picture : as thus,
suppose them two hundred yards asunder, you will then
find, at two hundred yards d.stance, thpt your paper would
include the whole scene, if held up exactly its length
distant from your eye ; but taking this only as an answer
to your question, I must not coufine you too closely to
rule in this particular. 1%e rule is the standard, and
should never be lost sight of: yet there are beauties in
picturesque nature which perhaps would be lost to the
port-folios of the landscape painter, if he confined his
labours too strictly to rule: genius must ever be one of
the council. Plate VI. Fig. 4. will show you the propor-
tionate incrcase of extent which may be seen through an
aperture of one foot square at equal distances. I have
placed them about three feet apart, instcad of one foot,
which is the proper distance, thut each surface might be
seen clear of another in the draying. The eye is there
represented as looking through No. 1, the square aperture ;
and the surface, No 2, shows you that the eye can see a
surface twice the length and breadth of the aperture, at
twice its distance; and three tiries each way, at threc
times the distance ; and four tiraes four, at the fourth dis-
tance ; and so on, in the same progressive proportion.

John. Then 1 think I can tell how large a space might
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be seen through the one feet aperture at 9 times the given
distance from the eye. *

Ann and Eliza. How can you tell ?

John. Nine times nine is eighty-one ; is it not, brother ?
then that would be 3 surface of eighty-one feet.

George. You see, sisters, that boys do not learn thejr
multiplication table for nothing: you both know it as
perfect as he does, but practice has enabled him to apply
his knowledge a little quicker than you: it only required
your cool attention to what I had just said, to have had no
doubt of John’s making the answer he has. Keep your
mind clear, and do not fancy any thing more deep or

U
intricate than it really is.

An Angular View.

Ann. 1now want to know how to draw the chess board,
in perspective, when viezvcd with one corner or angle of it
nearest my eye, instead of the side ? .

George. I have one dr.awn, .P!att.;,VII. Fig. 1.— Now
I beg you will begin attentively, and cndeavour to explain
the masiner of drawing st.
oednn. I should first :lsaw the base line, then the /ori-
zontal line, and mark the point of sight about the centre
of the horizon; and draw a perpendicular line from it to

E,
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the base, to mark the hithermost corner of the board ; then
I should mark the point of distunce on the horizon,
equally, on each side the point of sight; then I see you
divide the base line into sixteen equal parts, eight on cach
side the centre, and draw lines from rach to the point’ of
sight ; then draw the two oblique lines from the point of
distance 1o the centre point on the base line; this, I
perceive, forms the two ncarest sides, and the hithermost
angle of the chess board; then I have only to draw lines
from all the points, where the sixteen equal divisions cross
the two oblique sides, to the opposite pomts of distance,
and the outline is done.

George. Those points, which you called the points of
distance, are properly called «anishing points (see page 78,
last line but 2, and Plate X11.); aud the distanee of the eve
from the picture will not determine their ssituation, except
in a direct diagonal view of .an object: in all others, one
pomt will be fuither from the poirt of sight, and the other

nearer, according to the angle you view 1t under.

On Foreshortening, and . Anamogphosis.

Eliza. Now, George, will ydu give us a clear idca of
the technical term, foreshorten, or forcshortening ?

George. 'The word perspective is a general explanation
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of the term ; because the, effect of all surfaces, exgept those
whose sides are directly opposite to the €ye, are produced in
the picture by foreshortening. Observe the five parallel
planes in Plate V. Tig.2¢: those two which are nearest
the centre of the prcture, are the most foreshortened :
the edge of one of thom is nearly opposite the eye; yet
foreshortened as it is, I befieve you have never doubted its
being a tolarably just representation of a surface of cqual
size with the other four. The regular diminution of the
chess board, Plate VI. Fig ¢, asit recedes from the eye, 1s
Sforeshortening ; but the term is most paticularly applied
to such figyres as are more distinguishable by their length,
than their breadth or t.llicl.'ness; as the limbs of the human
figure represented endways, or pointing oat of the picture
towards the eye of the spectator.  Foreshortening the
limbs of the humu.n figure should® be as much avoided as
possible, especially in single. figures, for they seldom
produce an agreeal;l(; effect, cven when drawn with the
utmost skill : yet there is a pictl;re which ljas obtained the
title of “ Mivaculous!” flom the sk:!ful management of
the foreshortening of a figure in. ii; and there is a picture
bx' one of the Dutch magters, of a nfn presenting a gun
directly to one’s eye, which excitcs the idea of « Beware I”
ycT;'pu see only the muzle of the gun, ‘There is also a
very pretty Cupid, by Cosway, drawing %n arrow to the
head, poiyting directly towards one, entitled «“ Beware I

E2
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'The arrow and the barrel of the gun are, in the painter’s
phrase, foreshortened : genius and judgment must govern
this point; because it will be not only sometimes una-
voidable, but absolutely necessary, to that variety of
character and expression, which I:lusl naturally occur
1 groupes.

Ann. Then if 1 lay a print, or drawing, flat on the
table, to copy it, I must view it jforeshortened, which
would be an imperfect representation ?

George. You are right, sister; this thoughtless or igno-
rant habit, with many who attempt to copy a print, or
drawing, thus laid before them, arises from copying, by
writing, where it matters little how they place the original,
50 they can but read it : in the same manner they think they
can copy a picture, if they can but obfain a glance, so as
to conceive they see the ohject before them—1I say “ con-
ceive,” because, unless it is placed as all pictures should be,
according to the rules I.have aJready given you, they must
depend on a ‘thorough know!edge of design, and copy
rather what they ko go,be in the picture, thun what they
could possibly sce while in an indirect point of view.—
Now, John, tell nte how long the twelve-tuch rule appe.rs
to your cye, as you see it end@qys to youn, where yow sit?
(Plate V1L Fig. 2

John. 1 think it appears twelve inches long.

George. And B will preseutly prove, that it only ap-
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pears about thgee inches’long to you. Come, sit still, and
shut one eye; now, mark with the pen (carefully) the shape
of the rule on this glass which I hold"up ;— there you see
itis, as I told you, about three inches long.

" John. That is very surprising! why, I drew the whole
length of the rule, and you know it is 12 inches. Must it
be so short as I have traced it on the glass, were I to sit
down here to paint a picture of it without tracing ?

George. Most assuredly; because perspective (gene~
rally speaking) requires you to draw things as they appear ;
and this tracing of the rule on the transparent plane of
glass, is a general outline of its appearance, at the point
you viewted it.

Eliza. Itis clesr to me now, having this perspective
drawing of the twelve-inch rule on the glass, that there can
be no position pgoper for me to set it in for copying, but
that wherein the principal -cisua.l ray of my eye would be
a perpendicular line to the surface, as it was to the glass
on which the original was traged.

John. Why, sister?

Lliza. Because the perspective, representation has al-
ready reduced twelve inches to lhr.ee; and were you to lay
the drawing® on the table, where the rule is, and copy truly
what would then really appear to your eye, I suppose this
second drawing would only be about three-quarters of an

inch long!
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Ann. This would be /'arcs/wrt‘ening Jorushortening !—
Oh, I am so convinced of the absurdity of viewing it
thus, that I fear I should show symptoms of ridicule if |
were to see any ene copying a drawing set before them n
any indirect position, and it 1s but fai: to begin with my-
self. I must laugh when T recollect how I have placed

some of the things I have attempted to copy.

John. DBut, sisters, how 1s it then that 1 have taken
copies, which you all have praised, from drawings laid Hlat
on the table !

George. Do not you recollect that you often tock up
the origual, to bave a direct view of it, as you proceeded ¢

Joln. Oh yes! I did.

George. It was thus that you learnt what you had to do;
for had you never seen the original in any but the oblique
view you had of it when hid flat on the table, you would

.
never hive earned the praise you received.

John! I thank you, brother; I.uow see the nccessity of
taking the same point to copy a picture, as onc ought to
take to criticise it.

Eliza. ’Twill be good fun to see persons twisting and
turning pictures about in all directions, saying, “ Now I
have it completely,” when the pitture is in such a positic..

as to represent only an anamorphosis.

L]
Aun.  And to see the connoisseurs pulling one another
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to various positions, thus, “ Do but come here, I have it
to perfection !’ 1laleha! ha!

George. This is the mirth I promised you; 1t 18
the well-earned joy of intellectual information; yet we
must not suffer vanity to grow up with our knowledge,
but patiently teach those who desire to learn, and suffer the
lazy and “will-governed” ignorant to pass on in their
errors.

John. Pray, brother, will you explain the meaning of
the word Eliza made usc of just now; I should have
looked in the Dictionary, but having never heard it before,
I could not spell it correctly enough to find it.

George. “ Anamorphosis” was the word, I believe—it
‘isasortof drawingewhich, to direct the view, represents a
monstrous deformity, entircly unintelligible; but when seen
in one certain direction, or viewed in a cylindrical mirror,
appears regular and in due nrop.ortion : “ there are several
of these curious pieces in the Ashmolean Museum, at Ox-
ford;” and I think Eliza made a very proper use of the word.

John. Canl see al: anamorphosis any where ?

George. Yes, in the Enc;yclol.)gdia.—-What are you
smiling at, Ann'?

Aun.  Aa expression of your’s-when you were very
young, you saw some iicorrect pictures, and Father has
tuld me you gave him a smile of gratitude for the early in-

formation he had given you, and said t@ him, « IVhat a fine
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thing knowledge is” I am now in a simHar mood, en-
Jjoying the knowlcdge you have givef us.

George. May I 'conclude, then, that you are perfect in
the progress we have made ?

Ann. I think, with the assistance ef my drawings and
notes, 1 could perform, and understand, all that you have
taught us. But I expected you to say more in explanation
of vanishing points, when Eliza introduced the subject of
JSoreshortening, which being equally interesting to me,
prevented my interruption till you had so completely ex-
plained it; and 1 now shall be glad of your further
assistance, to enable me to take a clear view of the

LY
vanishing points.

On the Vanishing Points.

Ceor:ge. They are thosc points in a picture towards
which all lines arid planes which are parallel to one another,
converge ; the points-of sight in Plates V. and V1. are the
vanishing points of the level, and parallel objects in them ;
but the distinguishing application ‘of the term vanishing
point, belongs to such converging points of parallel lint.,
and planes, as (from their oblique position to the e.ye)

fall on some remote part of the horizontal line.
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Eliza. Db all vanishing points fall on the horizontal
line? .

George. Yes, of all level parallels, such as the chess-
board, the pavement, and the shelves; but the converging
point of wunlevel: parallels, which are called inclined
planes, (see Plate VIII. Fig. 1, and page 59, line 14)
maust fall above, or below the horizon, according to the
obliquity of such parallel: their vanishing points are
called accidental points.

Ann. Will you show us an example or two, to make
us understand these distinctions?

George. Plate VIII. will show you such objects, as have
some of their sides in such directions, as to have their pa-
rallels converge to vanishing points, not on the horizontal
line. The roof of Fig. 1. is formed of two inclined planes,
and the vanishing point of the sides @ and b must ascend
far above the horizontal linc; but although I do not deem
it necessary to follow the method which Kerby attributes
to Dr. Brook Taylor, ju finding thosc points, yet at some
leisure opportunity I hope you wjll make yourselves ac-
quainted with the scientific gnd ingenious discoveries of
that learned mathematician on this subject.

s+ Ann. Issthe method you have t:;ken, better than the
Qne you allude to?

-George. 1 find it as scientific, and much easier te

beginners ; and producing the same éﬁ'ect, I consider it

prefereble; for many of the methods already extant, ap-
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pear to be scientific confirmations of truth, {ather than the
readiest means of attaining it. B

Eliza. Come, then, show us how to draw the roof of
the first figure.

Join. Why do o calf a house, ajivure?

Aun.  lostrations, by these sort of designs, are gence-
rally termed fioeies.

George. Now attend, and apply to the figure at every
reference, while I teach you how to draw it: as it
1s only to illustrate the method of finding the points of
the roof, 1 hme not made any scale of dimensions.
Tust (after having dravwn the paallelogram as a boundary
Tine to your picture), draw the horizontal line, an(i mark the
point of sight near the centre ; then draw the line ¢ d a
conveuient length, to form afigure on, level, and near the
base line of the picture; let it be suffieiently to the left
hand of the point of sight, te show the inclination of the
roof at the end d.—(This end, and its opposite, and all such,
are called, by builders, “gable ends”)—Now raise perpen-
diculars from ¢ and d,0f equal length, a convenient height
ahove the horizon; titen draw the line e, which forms the
bottom of the roof; next draw the four rays, from the four
angles of the figurce y:m have drawn, to the point of sight ¢
then draw that level line, whiely forms the furthermgst
side of the figure, at a convenient distance (as no partru-
lar depth of the building is required from ¢ d), as in the

example, from g to £; from g and f raise perpendiculars,
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till they touc? the two top rays, and there draw the level
line, which forms the opposite side of the boftom of the
roof : thus you have the perspective lines of a cube, to
which we only require a roof. Now draw lines from ¢ to
Jf, and from d to @, and where they cross is the central
perspective point of the figure; draw a level line across
this point till it touches the two bottomn rays, which go
from ¢ and d to the point of sight; then draw perpendi-
culars from these points, to a proper height, for your roof;
draw, then, the inclined line &, to any angle you please;
then draw the ridge level, as i : this produces the termi-
nation for the line @, and its opposites, k and /—and the
figure is'done.

Lliza. What aré those two dotted lines, which ascend
from the lines ¢ and & of the roof ?

George. Thay ascend till they meet and form the
vanishing point of the inclined plane, of which the lines
aand b are the twoedges ; and it is herein, 1 congeive the
method 1 have explaineg to be the least difticult ; because
the proper points of the figure beipg fofind, produce this
vanishing point as a result, sqouer, ¢han it could be as the
means ; thercfore [ shall abide by this method, throughout
our coirrse of conveisations on this s.ubject.

» Ann. This is very gatisfactory, brother: now, show
us how to draw T'ig. 2.

George. You will produce the whole (below the roof)



60

exactly by the process used in drawing Figsl. (which yon
may take ay a general rule for drawing the perspective view
of a cube, when you are not confined to any particular
scale of measurement) : then divide the top line of the hi-
thermost side of the cube in half, and raise there a perpen-
dicular, as high as y: ntend the roof to be; from the
bottom, and top of which, draw rays to the point of sight ;
and by raising another perpendicular, on the furthermost
side of the top of the cube, at the ray which divides it in half,
till it touches thut ray which forms the ridge of the figure,
you will have found the points where the inclined plancs,
which form the roof, terminate; and their ascending sides
will be parallel. Fig. 3, shons you how to draw a cube
seen on one angle, where the vanishing points are not the
same length from the point of sight, as the distance of the
eye from the picture ; and to make the point of a roof, or
spire—find the centre, according to the method used in
Fig. 1, and page 59, line 14, and rais¢ a perpendicular the
height .you require, and draw lines to the top from the
three apparent zmgles:

John. 1 think you shou]d ha.ve shown us these things
before you taught us to draw cottages, and roofed build-
ings, for 1 begin to ‘think all I huve drawnumust be very
much out of perspective. . .
George. Your study, hitherto, has been rather to bung

you to the right method of using a pencil, and to learn to
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distinguish a perpendicular from a level, and a circle from
an oval ; or a right an.gle from an acute, or obfuse one, by
the means of sight and practice, in order to obtain a correct
-eye, and hand, from the study of others : but now, as you
are improving, it is proper you should know the causes
of the effects you produce, and form a critical judgment
of whatever you take in hand.

Eliza. What are we to learn from Fig. 4.?

George. As Plate VIIIL. is on the subject of inclined
planes, and the converging or vanishing points of their pa=
rallel sides, I have thought it proper to give you one ex-
ample gf an inclination of the plane, receding downwards,
. directly before you, as a “ down-hill” effect, towards the
arched entrances. The vanishing point in this figure, as in
the roofs of 1 and 2, is produced by the meeting of the
lines of the twd sides of the Wclined plane, and conse-
quently arises out of the process of drawing the figure,
which saves you the trouble of searching for this point,
(as a necessury means of performing the work).

Eliza. And I feelyao doubt of its being quite sufficient
to enable us to draw any indlined, figure.

George You have, by these snmple maxims, “ conpe-
tency 3 * but the “ riches” of mathemaucs and geometry,
like gold, require incessant searching after I would not,
on any consideration, hint at a vnsh to prevent your ac-

quiring full information of all that has been produced om
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the subject, by the most learned authors,*had you the
means: but a more extended knowledge of mathematics,
than you may ever find time, or perhaps inclination to
possess, is ubsolutely requisite to the pursuit.

Anrn. Siuce you mention ¢ gold,” p¥ay are we not to
learn how to draw guineas in perspective ? as, perhaps,
when I am improved in the art of design, 1 may wish to
paint a subject similar to that at Windsor Castle, of misers
counting their riches : excuse my mirth—how are we to

put circles in perspective ?

The Perspective of a Circle.

George. A circle seen in perspective, is a regular
ellipsis ; therefore you have only to find the perspective
view of a square, in which the circle is described, as any
one of the squares of the chess-board (Plate VL), and de-
scribe an ellipsis therein, according to the method which the
« Jesuit” attributes to S-rlio, twhiuh‘ 1 have given (in Plate
IX.), with an additional example of a circle on the
same range, hut not ‘directly under the poifit of sight.
(See Fig.1. Gi.and H.)

Elize. Pray, brother, how are we to proceed ?

George. 1hope the example is sufficiently clear to direct
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vyouin that. Take cour;ge and begin, and I cannot doubt
but you will accomplish it.

Eliza. 1 shall begin with that which is marked G, as
I find its apparent squarc part is produced exactly as
Plate V1. Fig. 1, and explained in pages 39 and 40.

George. Then leave a small space between G and H,
and set off the same width for H as the figure G, which
vou have drawn ; and carry the ray to the same point of
sight E; the depth inward is determined by the depth in-
ward of G: this completes two squarcs 1n perspective,
within which you are to describe the perspective lines of
the two circles by the process laid down m your example.

iliza. T perceive 1 must draw a Lalf circle under each
square, and divide them 1uto eight equal parts ; and then
draw perpendicular lines from cach division till they touch
the line A B, and from them to the point E. I find the
same divisions are repeated, qcross those 1 have drawn to
the point of sight, in which I am governed by the dxagonal
ray P D R, which I ﬁrst drew from the point of dlst.‘uce
to find the depth of the whole square.  Now I have only
the circles to draw, “Imh I see‘,pass through those
angles which you have marked al cd, &c. which will
sasily direct e to the end of the operaflon ; as,I understand,
1 have only to repeat the same on the other square, which
is narked H.

George. I thank you, sister ; T hope your success in this
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will encourage you to venture on other problems : for, if
you attend to the directions which must of course accomn-
pany them, the vast number of lines which at a general
view appear confusing, will lose that effect as you pro-
ceed; and the principles will be unfolded to your mind
much more forcibly, than when you have a master by
your side, to help you over every difficult passage.

Ann. Are circles in perspective perfectly elliptical ?

George. Yes: although it has been questioned by some,
but you may prove it by a simple experiment; that of
drawing a circle in perspective in any aspect, and doubling
it outwards correctly in half; when on holding it up to the
light you will see the two semi-ellipses to tally, so as to
appear but one; or you may mark a number of pin-holes
through the one side on the elliptical line, and unfold
it, when you will find that they have passed through the
other half. For this experient, you must find its two
extreqe diameters, that it may be properly folded ; as no
view of a circle in perspective, except a direct one (as in
the example G), will give the long diameter level.

Ann. Please to show vs how this is to be done?

George. Brother John has copied the fourteenth pro-
position of Le Clerc’s second book of Practical Geometry,
on purpose: come, John, explain the process to yo-r
sister. (Plate IX Fig. 2.) l

John. The elllpsw is marked by the letters AA BC
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D, and you dr#w (at pleasure) the two parallel lines, A N,
and H I ; then bisect those two lines, which produces the
points Land M, through which you drawthe line P LM O;
bisect it at E, which is the centre of the oval; upon this
point describe a circle (at pleasure), only observe that it is
greater than the shortest diameter of the oval, and less
than the longest, that it may cut the oval; then through
the intersections F and G, draw the right line F G ; bisect
it in R; then you can draw the greatest diameter B D
through R E, and the lesser through E, parallel to F G.

Eliza. 1 see bisecting a line, is dividing it in half: you
had not ta:-:ght us this, George ?

- George. Had you studied Le Clerc, or Nattes, as I
told you, sister,you would have been well acquainted with
the term.  You will proceed with difficulty if you do not
make yourself acquainted with practical geometry: the

authors I have recommended will answer the desired effect.

Practical Pérspective.

e George. Now, Eliza, we can pPoceed to what you
termed prophetic, in p.e;spective, by drawing various
objects to measurement, as they would appear if seen from
a given point of angle, keight, and distance. Our first

essay shaJl be the perspective view of a level walk, which
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may represent the appearance of 20 yards long, and 4
yards wide, on the =ides of which T will place six square
posts, each one yard high, and 9 inches square, at equal
distances from each other. (Plate X. Fig.1.) I suppose
I need not repeat the method of proceeding ?

Ann. No, brother : I will uudertake to prove to you
that I understand the process, if you will pleasc to remark
any mistake I may make.

George. 1 shall be very happy to attend to you: but
let me advisc you (as a general rule) to draw it consider-

ably larger than the exampl

mark,
that (by due application to your scale), the rul> you wiil
receive for drawing this problem, will serve to guide you
in taking a perspective view of all such geometrical objects
as are perpendicular, level, and parallel; as strects, syuares,
walks, roads, rooms, &c. by applying their geometrical di-
mensions properly. For suppose all the posts were im-
mens€obelisks or towers, and their dlstaucw,asund(,r, bear-
ing the same proportxon they do in the example, the
drawing might be prc( uely what it is; but, most proba-
bly, and more properly, thcy would rise far above the
horizontal line. A after you have made ypurselves tho,
roughly acquainted with Plate X1I. it will only be neccs-
sary for you to repeat the knowlcdge you will have hen
acquired, by drawing a few different subjects, such as come

properly under tue laws of our present problem, or the
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whole of Pla{é XI1. and you will find yourselves enabled to
draw ge ometrical objects in any similar direction.
Ann. 1 will draw it on this half-sheet of foolscap : 1

shall first draw the size of the picture, or plane, not more

" than two-thirds the length of the paper, that I may have

room to mark the point of distance at the proper place, on
the horizontal line ; and the width proportionate to the
original, is about 3 by 2; then T divide the height of my
drawing into three, and give the one-third from the base
line for the hcight of the horizontal line, which I shall
nextdraw ; thisspace I see you have divided into five equal
parts: I understand each division is to be considered as
one foot, which forms a scale for the measurement of the
rest of the work. *

Eliza. Why do you determine the horizontal line to
be five feet high, brother ?

George. Because it is near the height of a man’s eye,
and being a whole number, is better adapted as a rule than
5 feet 6 inches, which might be rather nearer the height of °
the cye of a tall man: go on, Apn. -

Ann. 1 now draw the hgrizontal line, the whole length
of my paper, and mark the point of sight on the centre
of the picture : thenewith the dividérs opened to the lerzth
of the picture, placin.g one foot of them on the pomt of
sight, and touching the horizontal line with we other, I
find and mark the point of distance.®

F 2
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Jokhn., Why do you draw the horizontal line so much
longer than the picture ?

Ann. That I might mark the point of distance on it:
have you, so soon, forgot how we found the first squares of
the pavement ! (See Plate VI. Fig. 1.)

George. Very good, indeed, sister !—proceed.

Ann. 1 believe I must next draw a perpendicular line,
from the point of sight to the base line, and then mark
two yards, on each side the centre, on the base line, for the
width of the walk.

Eliza. Pray, sister, how will you determine this measure

Ann. Observe the height of the horizon; that is deter-
mined to be 5 feet ; therefore I take three of those divisions
to make 1 yard : is that correct, George?

George. Certainly.

Eliza. 1 feel I must have been forgetful of what you
explained respecting the little scale rule, in the case of
instruments ; but I am very glad I haye inquired, as it
helps to confirin the knowledge of drawing proportionate
to a real object.—Excuse the interrt:ption.

Ann. I shall now decide the ;vidth of the walk, by
drawing lines from the point of sight to the determined
width on the base line ; chen, as there are to be six posts,
there will of course be five intermediate spaces, of four
yards each (except the 9 inches for the size of the post,

which 1 see begins on the base line of each division of
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posts), and are found exéctly as we did the square pavement
(Plate VI.); and by repeating it five §imes from the base
towards the horizon, I produce the perspective length of
twenty yards, with the addition only of 9 inches beyond
the furthermost post.

John. And how will you do them?

Ann. 1 shall first mark the space of 9 inches at the
base, on the outsides of the walk, and draw lines from
those marks to the point of sight: this gives the width
of the posts, their depth inward being exactly the same
as their width. The ground plan of each post I find,
as I did that of the larger square; from which 1 must
draw all.the visible perpendiculars, or angles, of the
'posts, their heights’® being determined by drawing those
perpendiculars which arise from the two first posts on the
base line, three fegt in height (by my scale), and rule lines
from these to the point of sight : this will mark the proper
height of the rest. . '

George. My dear Ann, your progress delights me!
I hope I shall not grow yaiu as a precep?dr.

Eliza. Indeed, brother, ygu have a right to the plea-
sure this gives you: pray call it by ‘a better name than

evanity. As this drawiitg has proceecfed, I observe it must
igvariably happen for olsjects to diminish in appearance,
according to their distance from the eye ; and yet I find,
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that when a row of columns or posts, &c.are drawn front-
ing the eye, and their bases arc parallel to the base line,
they appear inmany pictures to be given «/{ of one dimen-
ston, whatever may be their various distances from the eye,
~—Will you please to explain this matter to us?

George. Were you to tiace a direct front view of a
portico, or row of columns (Plate X. Fig. 2.), exactly as
viewed from a fixed short point of distance, vou would
find those ncarest the centre would mark the narrowest, and
those to right and left, although further from the eye, would
(from their oblique point of view ) mark broader than their
apparent diameters, if viewed through, and traced on, a
glass directly fronting them. This has raised some objec-
tion to the strict adherence to the laws of perspective,
when such an object of imitation falls under so great an
angle ; because, notwithstanding the trur effect would be
obtained by following the real situnation of the outlines of
the columns on the transparent plane, when viewed from
a pin-hole point, they would appear disproportional when
viewed from anfotlzcr point ; therefore, to accommodate
the subject to our conceptions, and adapt the picture to all
points of view, ¢ erpf‘ricnce and sound reasoning” have de-
termined to draw the perspective views of geometrical sub-
jects(when viewed in front) the grectest possible point of di -
tance, consistent witha good effect; by which all apparent
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distortion and disproportion is avoided, without DEVIATING
FROM THE .LAWS ©F PERSPECTIVE. I may here
remark, that this supposed necessity of deviati;g from the
governing principles, has been of one great service to the
genuine student, Ly filling the minds of cavillers with
doubts and objections on the wholc system, thereby
shutting the door of knowledge against themselves, to the

advantage of real merit and its encouragers.

Jokn. T think, brother, if you go on in this manner,
you will fix the door so wide open, that we shall all pass
through; aud the really clever fellows will want elbow

rvom, there will be such g crowd.

George:. Never fear, John; clever fellows have the

art of remedying such trifling inconveniences : besides,

the “ pursuit” of excellence cannot be figured as a
“ station.” In arts, one degree of merit will be following
another in such regular order, that their very nature is to
proceed —admitting and encouraging succession by the
example of vigorous perseverance ; and thereby providing
ample elbow room, as you term it, for g]l.

Ann. T had a qucs;ion similar Jto Eliza’s, respecting
our view of level lines ; such as th parallel joints of brick

or stone walls, when giewed in_fronp—must they be drawn

Level and purallel ?

George. Straight Iines, which are level and parallel,

will always retain those properties in aspicture, when taken
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in a direct front view; which, I' believe, you all under-
stand to be when the principal ray of your eye forms a
perpendicul’ar to the surface.*

Eliza. Excuse me, brother, for the trouble T give
you; I have acquired just knowledge enough of the
subject to question this point ; although, 1 assure you, I
have not the smallest doubt of the fact as you state it.
But, surely, if Istood opposite a long wall, so as to direct
my eye, by a perpendicular ray, to its side, I could not
turn my eye right or left along the joints of the brick work,
without seeming to see the consequent diminution of
their size regularly converging to a point, as much as
any perspective view I can imagine. \

George. Your question gives me an opportunity of
clearing a point, which has confused many, through an
imperfect construction, or a deviation from the original
position. Now attend to this plain remark, and all
question is at an end : the proposition does not admit of
your turning your eye either right or left ;—a direct view
was proposed. - i

Eliza. Oh, brother.! what “half-formed insects” our
imperfect imaginations resemble! that which a minute
ago seemed a very reasonable question, has now changed
its shape to that of absurdity. Who, with a grain of-
thought, would propose looking to the right or to the left,

for a demonstration of a question on a direct view?
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George. And yet, my candid sister, some who have
imagined themselves greatly your superior insthe science,
have maintained your first idea with great obstinacy.

Ann. Upon what grounds, brother?

George. By departing from the accepted and general
practice of a flat surface, as a trausparent plane, and
inventing a curved one, on an improper conclusion,
founded on the curved form of the eye.

Jokn. And how would a direct view of the joints in
the wall appear, if traced on a curved sectional plane?

George. They would then converge to the right and
left; or as the lines of the floor and ceiling do, when
viewed in. the convex mirror.

" Aun. This brings us to the full and clear acceptation
of your first answer on the subject ; y which, Ifeel con-
vinced, we may safely abide.

Eliza. Now, brother, suppose I were to begin a draw-
ing, in which I would represent several figures, at various

distances; how should J proceed, so as to ascertain they

were all their proper height ? .o

George. Can you answer this qyéstion, Ann?
Ann. 1If the figures were'intended. to represent all one
*height, and &ere placéd at equal distances, I should pro-
ceed as I did in finding ghe heights of the posts, Plate X.
Fig. 1.; but as various distances are proposed, I must
beg alittle of your instruction. *
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George. First draw the size of your picture, Plate X1,
N° 1.; thep the horizontal line, which, in a level view,
is (at the proporlion' of) 5 feet from the base line; then
determinc a point of sight, and draw a line from it to one
end of the base line. Now, although this last line and the
horizontal line both meet at the point of sight, yet cvery
perpendicular line which could be drawn between these two
Iines is admitted to represent the height of 5 feet, as
strictly so as the space between them on the marginal line
of the picture. This may be termed the converging scale,
by vhich the measure of every object in the scenc might
be geometrically ascertained ; therefore the military chaiae-
ter, on the basc line, appears a head tdler thun O feet,
because it is all above the horizonta] liwe.  The uext
figure is evidently shoites, because his eyes only reach the
horizon, and the flag is found to be about 4 feet deep by
this scale. The third must be taller, as Ius chw is above
the horizon ; and the horse’s back rising just to the horizon,
assures us he is full 15 hands igh.

(John. Letme sce :—four inches make a hand’s breadth,
three hands afoot—O.'yes, you are right, brother; 5 feet
are 15 hands.) ‘

George. And the éxact distances of all the figures from
the base line, and from each other, may be easily found by the
rule given in Plate X. Fig. 1, by which the distances of the

postswere determined. I have traced level lines from the feet
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of each figure fo the scale line, for the purpose of ascer-
tainirg the heights of &ny figure, in any part of he picture,
at the same distance. For example: suppose a ladder,
placed us far back in the scene as the third linc ; a man’s
height, on the top of that ladder, would be fousd by the
hei "t of the third perpendicular, «n the converging scale :
it would answer the same puvpose 1f the figure were re-
quired to be reprecewred abow or Lclow the level surface
they are - . This i« cvinced v the scaie of birds on the wing,
as scen 1 the sane place (dhagean ; wherein it must be
undarsteod, that the diagonal o1 real distance is not attended
to within the fimits of a couvenient angle of view ; but all
objects take their measures from the apparent measurcs
at the perpendicularraised from the point they are found
over ; which must huppen m some part of the converging
scale,

Eliza. 1 pcrc:ivo, that, to find their distances, the ho-
rizontal line must be_ lengthened, and the point of distance
marhed properly : fiom which, rays should be drawn across
the pomts the figures ;.t:md on, till they touch the base
line; and the space between eech myrk would show us the
real distance between each figure, as wellas from the baseline.

Jolm. And pray, sister, how wollld you measure that
space, soas to tell me how many feet they were asunder?

“Eliza. By the scale of 5 feet, which is agreed to be the

height of the horizon of the base line, to be sure : do you not
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recollect how Ann determined the height of the posts
in Plate X.? , *

Ann. Then the breadths, as well as heights, are as-
certained by these means ?

George. The scale of the birds ulludes to breadth
chiefly, but I will give you a proof in another way : suppose
the figure a, b, ¢, d, Plate XI. N°2, to be on the floor
of a large room, and four figures (whether pillars or men, it
matters not) stood on the circles 1, 2, 3, and 4, all of one
size, that of the circles: their apparent sizes, as viewed
from the word eye (where we will suppose you stand to
view them), is found on the line S L, at the corresponding
spaces a, b, ¢, and d. 'This line S L, represent‘s' the edge
of a glass or transparent plane, and i$ termed the section
line ; through which, were you to view them, the rays of
sight would pass to the several objects of view, and would
determine the width they ;hould be paint;ad.

Eliza. How perfectly this section line conveys to my
idea the edge of a glass set up for one to mark the objects on;
the rays from my:eye to the edges of the circles, passing
across that line, appear to, my mind to go through the
imagined glass, as much so as when I first went to the
window ; and I have §o accustomed myself te the experi-
ment, that I almost see my own visual rays, as absolute
straight lines ; like those in your explanatory diagrams. '

George. This pfoof of my success in teaching you is
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delightful ; and your clear comprehension arises from your
great attention to what ;)assed in our fifst conversation on
the subject, which is a compliment equally due to you all.

John. We all thank you, brother: now will you per-
wit me to propose a ‘subject for our next lesson ?

George. Most willingly : what is it?

John, T saw a plain building, with a roof which had
gabel ends (sce dialogue on vanishing points, Fig. 1.
Plate V1II. and page 58, line 19), and 1 think I could
draw it in perspective; but I camnnot tell how I should
convey an exact idea of its measurement.

Ann. Do you know the real dimensions of it?

John. 1 think it was about 12 feet long, and 8
feet wide, and it iooked as high as its length to the roof;
and the ridge of the roof appeared to be about 4 feet
higher. . .

George. We will take this as the dimensions, and pro-
ceed; and I can bring it in proper course of study, by
drawing it, as viewed, on gn unequal angle.

Ann. Will you pleasesto let it be an example of
vanishing points of different slengths, such as you
mentioned after you had explained the first figure of
Phte VIL.?  ° *

Ggorge. 'That was my  intention, sister, which I ex-
presséd by the word  unequal.”—Come, J o.lm, to business:
first draw a section line, then draw the ground-plan line,

12 by 8 (Plate XII. Fig. 1.), letting one angle of the



78

plan touch the section line, so that the sides of the plam
make different angics to the section line.

John. What length shall I take for one.foot ?

George. Let it be a quarter of an inch, if your paper
will allow on so large a scale—remember that you always
calculate that.

Eliza. You mean that twelve quaiters of an inch are
to represent 1< feet, if I understand you right ¢

George. 'That is the meaning of the scale.  Now,
John, draw the principal visual ray from that angle of
the plan which touches the section line, as a perpendicular
let fall from it.

John. O yes, I know the principal visual ray must

be aliways perpendicular to the section line.

George. 'Then for your distance, or point of the cye,
you may take somewhat less than twice the length of the
building. It will be a good rule to take the length of the
two visible sides added, as the leagth of the distance;
never less in single buildings, because the vanishing points
would be so near as. to make the inclination towards them
too apparent. The ‘point you have made will do: now draw
rays from the other three corners of the ground plan
to the point markéd “eye,” and tark them) 1,2, 3, 4; then
divide the visible exd in half‘at &, and draw a ray to ‘the
point marked “eye.” You have now only to fina the
two vanishing points, which is always done by drawing

lines, or rays, frem the pojnt of the eye, parallel to the two
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visible or hithermost sides of the plan, till they cross or
touch the section line, and thus the Qanishing. points are
always found. This prepares for the perspective elevation.

Eliza. 1 wish to draw that, if John will give it up ?

Jokn. As you .p]ease, sister.

Eliza. Where shall I begin?

George. Draw a basc line, just clear above the plan;
then a horizontal line, 5 feet (by the scale) above the base;
and (for the suke of convenience) draw the hithermost
perpendicular rising from the base line, on a line with the
principal visual ray, and mark 2 at the horizontal line;
now take the length of the longest V P, from the angle 2
n the plan, and with this opening of the compasses from 2
on the horizontal line in the elevation, mark the longestV P;
then repeat the like for the shortest V. P. You must next
mark 12 feet for, the height ofy the wall from the base,
and 4 above that for the height of the roof, on the
perpendicular line which is to form the hithermost angle of
the figure ; and draw liges from it (at the base) to both the
points marked V P, and #lso from the mark of 12 feet high,
and one from the top marked & 7, g1"height of the roof, to
the shortest V P; then take the length from 1 to 2 on

®the section lihe of the' plan, and mark 1 from 2 on the
Iwrizon of the elevation, "and draw the line 1, 1, 1; then,
from 2 to S on the section of the pl:m,. sct off the space

from 2 to 3 on the horizon of the elevation, and draw
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the line 3, 3, 3; then from the bottom arid top 3, draw
rays to the longest V> P; and from ‘tlxe bottom and top 1,
draw rays to the shortest V P, and the outline is obtained.
And, from 2 to 2 on the section, mark 2 to % on the
horizon of the elevation; and draw a p(':rpendicu]ar, from
the bottom of 4, till it touches the top ray, which gives
you the apparent centre and point of the roof at p 7;
from that draw a ray to the longest V P, which gives the
ridge of the roof; then draw a ray from the bottom 4 to
the longest V P, and where this crosses the bottom ray
which goes from 1 to the shortest V P, raise a perpen-
dicular for the furthest point of the ridge, and draw lines
from 1 and 4 to it, and from ¢ and 3 to p r; which
completes the outline in perspective, agreeable to the
given dimensions, aspect, and distance: and were you to
add to the ground plan, the proper mark; of the situations
of doors, windows, and ornaments, common to buildings,
all their perspective widths would be found on the section
line, according to the preceding ; aad their various keights,
on the hithermost perpendicular ‘angle, when it touches
the base line, as in the présent example;—and as you
found the height of the wall to be 12 feet, and the height
of the roof to be 4 feet more, all ?ther measures of heights
are to be determined: but to avdid the intricacy of tpi)
many pencil lines and rays on your drawing at once, it is

advisable to secure their objects (in pale Indian ink) by
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degrees or clasaes, descending from .general to particular,
methodically, and rubl.)ing away the pencil linds of what
you have secured, to make clear for the following class.
The first class should comprehend the general outline to
all exterior angles, thereby securing those points, which
must govern the drawing of the interior ones, which, in
due order, become the next class to bc inked in. The
reason for making the outlines of your object with pale
tint, must be obvious, when you observe that the visible
evidence of all angles, is by the mecting of two masses,
the one whole mass darker than the other, and not blacker
at the edge, as too black an outline would give it. This

may be proved by observation, in any room.
L]

+On Refleotion.

Ann. [ have some general ideas respecting the reflec-
tion of objects on water ; are we to have any particular
rules for this? )

George. 'To do away all gfotic:n, of mystery or diffi-
culty, in this department of our pursuit, you may establish
wne clear and general idea as a cd to the right under-
standing  of reflections,, which is, THE REAL object
inzerted to our view ; for were you to place any object
on a plate of looking glass, and cowld bring your eye

[
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precisely to the edge of the surface of the plate, you
would sec the refl.cted object a perfect repetition of the
real one, in all respects except colour, which would
depend on the colour of the glass. We must first con-
sider water as a perfect mirror. Plate XIII. No. 1, isa
geometrical profile of a single tree, on the level bank of a
river; and on the opposite side are three figures, supposed
to be studying reflection: theyare placed at various
heights, for the purpose of shewing you the different
effects of the same object. Now observe, the ray from
the eye of the figure, who is lying along on the ground,
appears to pass on into the water, at M, to the tree; but
you must be certain it does not, and that there is no tree
there; the point R, on the real tree, is what you see at M,
because it forms an equal angle to the surface of the water
line, with the ray from the eyc to M ; and also with the
apparent coutinuance of that ray, to the trunk of the
reflected tree, at that part which corresponds with R on
the real tree.—And it is the interposition of the angle of
the bank, which carrics the eye up to R as the first vi-
sible part of the reflected trce, while his eye being on a
line with the level part of the bank, affords an entire view
of the real tree according with the second diagram.

John. And I suppose, N° S and 4, are to be ex-

plained in the same manner ?

Eliza. Yes, andoubtedly : now I clearly perceive the
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difference there anust have been in our three drawings, had
we taken the view from the window, #ccording with the
situations given us in the FRONTISPIECE.

Ann. The variation could have been scarcely per-
ceivable, we are so nearly one height as respects the ho-
rizontal line; but with regard to the view, right and left,
your’s and John’s must have been very different, because
each could see that which the sides of the window pre-
vented the other from seeing.

John. Pray, brother, do you consider this a digression ?

George. Certainly not, John, because the observations
sisters have nade arise out of the subject of explanation,
and is a very satisfactory proof to my mind, that they
unite reflection with application.

John. Well then, the truth is, I am very impatient to
hear the explanation of the 5th diggram.

George. That is contrary to a piece of advice I gave
you at the commencement of our studies ; but I am ready,
if you clearly understand, the first four.

Ann, Eliza, and JoiM. All clegyly.

George. The fifth digram  a prefile intended to show
you geometrically the precise situation of the colours
®f the ‘sky, Swhen reflected on smooth water. You
are to admit that the furved line is the sky meeting
the’ water, and is divided into three equal portious of
colour—yellow, green, and blue, accord:ng to the example

° G.Q



84

agreeable to this; the figure on the opposite side would
see blue ‘on the whter, in the spacé 1, green in space 2, and
yellow from space 2 to the bottom of the curved line of
colours, which to the figure appears to be the horizon,
which space is marked 3; and although these three spaces
are so unequal to us when viewing the profile, they must
appear equal to the eye of the figure, which I have shown
in the sixth diagram.

Ann. How is it proved, that the colours must fall on
those particular parts which you have assigned them ?

George. By a determination proved to be invariable,
« That the angle of reflection and the angle,of incidence
are always equal.”

Eliza. Will you please, brother, to favour us with some
other proof in explanation of this rule?

George. If you wille pay due attention to Fig. 1, Plate
XIV. you cannot fail of comnprchending the rule. Imagine
all the shaded part to be the ground plan of a wall or side
of a room, against which is a lookiug glass (A B), and all
the rest of the spdce is to be considered the floor of
the room ; the small circles are stations, marked 1 a,
24, and 1 ¢, 2 ¢, where you are to place yourselves
according to your initials, that T may explam this matter.

Ann. 1 a siguifies my ﬁrst position, so I shall go ‘and
stand directly opposite the glass.

George. And pray, sister, what do you see in the glass ?

dnn. Mysdlf, to be sure, brother. )
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George. And you thifk, I presume, that the reflection
of your person is as far beyond or withig the surface of the
glass, as your distance from it?

Ann.  Certainly, it seems perfectly so.

George. Now censider, the glass is about one eighth
part of an inch in thickness, on which is an opaque body
of quicksilver, through which nothing can be seen ; and if
it were not so, the glass hangs close to asolid wall, into
which we need not endeavour to penetrate, as I see you
arc already convinced, that the subject of our inqRliry is
to be fouud on the surface of the glass.

Eliza. Pray, brother, is it thc inner or outer surface
of the glass.tlxat reflects the object?

George. Waving (in our present pursuit) the laws of
refraction, you are to understand that it is the inner sur-
face, which forming a perfect polish to the coat of quick-
silver, makes that, railier than the .glass, perform the office
of a mirror, the gluss only serving as a proper surface or
varnish to the metallic body.

John. Thenit is in t{e glass we sce ourselves? Pray
is it proper to say, “reflections in the water ”

George. No, reflection is returned or conveyed to the
ege from the swrfuce of the water; you'must therefore say
“ reflections on the water.:-

Eliza. What is Aun standing opposite the gluss for?

George. That I may comince vou tHat the ray of re-
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ficction and that of incidence, always form equal angles
from the snrface on which the object is reflected.  You
must observe, Ann, that while you ure viewing yourself in
the glass, that the ray of incidence and that of reflcction
are one and the same ray, passing iirst from your eye
to the mirror, and back again to your eye by the self-same
ray ; therefore, both are at an equal angle, that of 90
degrees from the surface of the glass.

Ann.  Then this corresponds with the central or prine
cipal Msual ray in perspective.

George. Precisely the same in this particular instance.
Now, Ann, take a station so far to the left, as not to see
your own reflection on the glass, asat 2 a; and Eliza, take
a similar opposite station as at 1 e ; now direct your sights
towards the glass, and you will see each other’s reflection
on the point A, and your rays will be at equal angles from
the plate, or surface of the glass.—Now, Eliza, change
your station to any other part of the room, so that you
can still see Ann’s reflection. Suppose you move as to 2 e,
you will then find the point of mut .al reflection removed on
to B, but the angles of the visual rays are as equal to each
other as when you stood at equal distances from the glass.

Ann. 1 clearly perccive, and understard, that when
we have made more experiments, we shall find it a gencral
rule.

John. Now, vrother, as you have explained the laws
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of reflection on flat sutfaces, can you show us how to
find the glitterir.ng points of waves *—Surely this will puzzle
him (aside).

George. 1am prepared, master John, at your service,
with a gentle unifosm wave, for the convenieucy of making
the diagram as intclligible as puossible ; and we , st pre-
sume that every wave is a segmsut of sarue i, which
admitted, you have only o study the prohle, Plate XIV.
Fig. 2.

Elizar 1 thiuk 1 can explain it.

George. Please to proceed, sister.

Eliza. The level dotted line is to represent the medium
of the sufface when perfectly calm, above aud below
which you produce the curved line as the waves, and form
complete circles out of the two extreme waves.

John. Aye, I know how to do the rest.

Ann. Come, show us.

Jokn. Please to look to Le Clerc, as 1 have; in his
second book, Proposition X. and XI. you may learn to
divide an angle.—I intc,.;rupt you, Eliza; go on.

Eliza. Then you draw rays fr(izm the centre of the
circles to the eye of the ﬁgur;, and also towards the lu-
.minary. Th;se rays form certain engles, which are bi-
sected, and wherc the bigeclion crosses the wave, is the
gi'vtering point of each whve, as supposed to be seen by the

figure on the bauk.
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Ann.  And would that certainly' be the glittering point
in natare? ) . '

George. Yes, you may prove it by a very simple ex-
periment, with a shining cylinder, a lighted candle, and a
square table. John's little mug will serve for the cylinder:
draw a pencil line correctly across the centre at bottom, and
mark each end of the line up the sides, as a guide to place
it diametrically even on a line, which you must mahke pre-
cisely across the middle of the table ; (this may be done
by chalking a strong thread, and snappiug it to leave a
mark.) Place the marks of the mug on this line, and let
some one hold a candle to one corner of the table, whilst
you place your eyc to the other on the same side, which
must be that which would have one end of the chalk line
bctween the two corners thus occupied ; then direct your
eyc to the mug, or shining cylinder, and you will find the
glittering point exactly oves the line it is placed on; then
move the mug to any part of the line, making a greater or
a less angle between the eyc and the candle, and you will
find the glittering point directly ove,, the lie.

Ann. Oh thisis very satisfactory: you sce, Eliza, if rays
were drawn from the two corners of the table to meet in
any part of the chalkel line, they must form egual angles,
and we have proved that the glittering point was always
on the line—nothing can be clearer.

Eliza. And, as 3 confirmation, we find that this cen-
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tral line of chalk, is the bisecting line of all the angles
the mug made'to the two corners of the table.

John. Would not this serve as a rule in painting the
shining part, or greatest light on columns ?

George. Tt is the very Dbest basis I can conceive, and

the only one I can give you.

On Shadows.

John. What rule have you for shadows ?

George. Two general rules: sun shadows are governed
by his altitude, and the rays are parallel ; but the shadows
produced by the obstruction of candle, lamp, or torch light,
always expand, because they diverge from a point, or confined
portion of light ; whereas the sun being much larger than our
whole globe, produces (in a certain imperceptible degree on
the comparatively small objects of our study) a contrary ef-
fect; for the breadth of sun shadows will diminish by length,
the particulars of whicH, we may leave to your astronomical
studies. Suppose the pannel,.Plute..XV. Fig. 1. to receive
its light from a candle as L, let fall a perpendicular from
it to the floog at F, from which draw #lie two rays, @ a ; and
from the centre of the flyme at L, draw the two rays b b,

[ ]
tcuching their corresponding angles of the pannel, till
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they mect on the floor, and a line drawn by these two
last points, will complete the outline of ‘the shadow.
Tig. 2, is a similar pannel illuminated by the sun, whose
altitude I have determined to agree with the point L; and
his aspect such as to cast the shadow parallel to the base
line. I therefore draw the two terminal lines ¢ ¢, parailel
to the base line, touching the extreme edges of the bottom
of the pannel ; and the two oblique rays, d d, parallel to
the point of the sun’s altitude, as at L, touching the upper
extreme coruers of the pauncl, as they pass down to the
two lines ¢ ¢, and fimsh the termivation of the shadow,
by a le touching these twe last points.

John. And will these two specimens teach us how to
draw the forms of aif shednws!

George. They compichud the priuciples for all; and
if you will practise accordingly, you wiil be convinced
of their powers. Should you require mole examples, the
authors 1 have mentioned abound in detail; but 1 have
been taught to think, that endeavour, upon true principles,
invigorates genius, whilst an example for every circum-
stance makes one idle.  Yet as life is so definite, and art
without any apparent conclusion, we must make the most
Jjudicious use of the discoveries, which time and genius
have provided for us, avoiding the prodigal and vain conceit

of inventing our own eminence, foi although the kIND
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DISPENSER of benefits may have conferred on us faculties
of the highe‘st ordes, we must be as much.beholden to
those who have gone before us, for any permanent height,
as the upper strata of a building are to the preceding .
courses or foundation; and so sensible arc great and
liberal geniuses of this, that they gratefully and justly ac-
knowledge the grounds and basis of whatever eminence
they arrive at, to have been the LEARNING of their
predeccssors.

Ann. Permit me, brother, to call your attention once
more to Plate XI1. Fig. 2. As the evident varia-
tions of the size of separate objects, according to
their distances from the eye, inclines me to think that a
single figure would be aftected by the rule you have
given us, if one part of it were to be much nearer my cye
than another, please to help me clear through this idea.

George. Inconsiderate am’sts, before they have learned
from perspective the great importance of its usefulness, fall
into great errors for want of the thought you have t.given'
the subject (most %equently in portrait painting); al-
though many take a real mgusure..of the face and features,
which may answer a good purpose when a head, only, is
to be painted. But in half lengtl®, or more, where some
varicty of attitude shoyld be an object of equal importance

with the resemblance, the perspective, or apparent size of
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each part, must supercede the absolute measurcment.
Attend to thg positicn of the figure' in Plate XV. as
sitting to the eye which is represented as viewing her
through the aperturc of the frame, which is to contain the
picture when finished; T F, the top and’bottom thereof.
Suppose the surface to be glass, instead of canvass—the
rays from the eye to her hcad must pass through it, at a
and s, which would give the proper size the hcad should
be drawn. 'The same rule will determiue the size the
hands should be in the picture.

Eliza. But the right hand is so necar the sectional
plane, and the left equal distance with the head, that
there must be considerable difference in their size, when
painted by the rule you have given.

John. And would not that make the right hand look
too large for the head and the left hand?

George. 'This question passes as a reasonable one,
with lurger artists than you, John.  You must look back
to our conversations on the subjecf of foreshortening,
which, with the other explanations I'have given you, will
make you the best answer possible: you should all
observe, that one perfection in a picture demands the
society of others. The truth of perspective alone would not

establish the excellence of the picture —it is of so eminent
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a class, that all the perfections of art must unite therewith,
to evince its importance. I would, therefore, seriously
advise those who have advanced in the practice of paiat-
ing, under the flattering and deceiving impulse of ““ intuitive
infallibility,” td relinquish the delusion; and learn, from
the knowledge of Perspective, and her attendant elements,

“ How To BEGIN A PiCTURE.”

END OF PERSPECTIVE.
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LETTERS

ow

DRAWING AND PAINTING.

PART THE FIRST.

Letter 1.
To Miss B

Manam,

‘Wien I proposed assisting you in the Art of Drawing and

Painting, with the best instruction I could possibly convey,
by literary correspondence, I did not expect you would
have been so very diftident, as to nake your first question so
general and comprehensive. Yeour Fumility in professing to
know nothing, not even “ what to ask,” and your 'desire
“ to know all I can teack you,” has involved me in an
undertaking, in which my success can ouly be comparative.
The pleasure to be derived from the practice of this most
rational and delightful art, myst be® proportionate to the
refinement of that taste and judgment which is founded,
orat lgast mgtured, by a knowledge of what is good. To
posaess so great an enJo'yment is well worthy the most
earnest and arduous application,—* a work of merit must
always be a difficult work ;” but it is_that sort of diffi-
culty which is as opposite to trowble, as pleasure is to pain.
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The difficulty of the work in which I haye volunteered
my assistane, is geeatly increased by your demand for
“all Ican tell you,” because it comprehends a desire to
be informed of “ all that is necessary to be known on the
subject :” to lessen this, will only require due candour on
both sides. What I cannot teach you from my own
acquired stock, shall be given by references, which you
may depend on; of which, if you make the use I shall
recommend, our success will be equal ; and 1 shall derive
considcrable confidence from knowing that my best
cndeavours are addressed to one, who wll readily excuse
my plain style of writing, while the mat._rs treated of are
found to couvey the information required. It is not my
intention to make any drawings for you in the course of
this undertaking, except Explanatory Diagrams, because
every kind of example you can choose. or require, are in
great plenty at most of the print shops (to begin with); and
as you advance, busts, ficures, and good paintings, may
be very easily obtained. Thus, by a regular progress, you
will acquire the power of imiation, so as to begin to study
from nature, and thereby find a sure footing on the direct
road to the summit of art. Puhaps, before T begin my
manual, it may be proper to give you a general view of
what a studeut in painting should attend to, as indispen~
sably 1cquisite to easurc .the means of conveying his
thoughis to the tablet with propriety, so as to entitle him
to a due jroportior. of the creait which a.good picture
(from whatexer source produced) coufers on its author :
and it does not ~ccur to my mind that I can convey these
idcas better than Iy sendmg you the copy of a letter
which I took occasion to write to Miss S, as follows :
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Madam,—In a friendly conversation with your father,
on your taste for painting, I endeavpured to prove the
necessity of your becoming acquaiated with practical
geometry, perspective, and the proportions of the prin-
cipal antique statues, as also of the five orders of archi-
tecture, so far as to retain a perfect knowledge of their
distinct characters, on account of the frequent introduction
of them in landscape and historical painting; and indecd,
there was not any one elementary branch of the art, that
I did not strongly recommend to your attention. But I
was sorry to find him not only unaware of the importance
of such attaininc-ts, but considered them as so muny
“ clogs to genius.” Were you practising as an amateur
only, the consequences would rest on yourself alone ; but
as you have taken up the character of an artist by public
exhibition of your works, T feel it a public duty to intrude
on a few of your leisure minutes, with some remarks on
the subject; as I fear your father’s opinion, ¢ that your
great and natural genius is superior to the controul of
rules,” must tend to bias your mind much, with impedi-
ments to successful progress.

Believe me, Madam, notwithstanding your acknow-
ledged taste aud genius, you will find it difficult to
pass the ordeal of trub criticism,, without an acquired
knowledge of what may be tgrmed, the mechanism of a
picture. I readily admit that your genius may attend you
o Jar as to sketch a genera] idea of 3 subject, conveying
to one’s mind an immediate recollection of some particular
person, place, or historigal circumstance ; but you can go
no further — genius here wants her auxiliaries, whose
names I shall mention as introductofy to your further

H
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acquaintance with them, if you ever expect to rise above
the humbl: sphere of a copyist. The chief of them
are GEOMETRY, PERSPECTIVE, ARCHITECTURE, and
LANDSCAPE, for your scenes; and the ANTIQUE PRO-
PORTIONS, ANAToMY (both of human and other animals),
CHARACTER, TOSTUME, the PASSIONS, LIGHT, SHADE,
REFLECTION, ard coLoUR, for both scene and actors.
Aund, in the same degree that yon acquire the knowledge
of using the aid these will give you, will your powers be
increased.

First, without geometry, you are incapable of proving
the truth of the parallelogram or oval, which is generally
the boundary line of a picture ; and as for PERSPECTIVE,
I have the highest authority, as well as my own positive
conviction, to assure you, that without it, you dre liable to
make as many errors, as louches. Next, how can you
shetch any design, where architecture is required, unless
you know its general chmacters at least; and if your
subject should be landscape, shetch you may, but it will be
impossible to fiuish without a thorough acquaintance with
the detail of natwal scenery, by study of its characters.
Now, Madam, we come to the aclors, or animated part
of the picture, which (do not think me scvere) shall be all
crippled, and disproportionate, vy the best aid of mere
genius, unassisted by a tharough practical knowledge of
proportion, and enough of anatomical information ; and
without that expres.ion and chararler, which can only be
acquired by studying the phy.iognomy of the passions,
nothing worth the labour can be zrpected. Costume, well
attended to, strengthens the great end of historic painting,
and is indispensabie; which will call on the embodying
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powers of ligkt, shade, aud reflection, and the science of
colours, to determinate into picture. ¢

Now, to prevent delay on the merits of your proposed
auxiliaries, or elementary help-mates, let us suppose you
to obtain a speedy off-tract, or tracing, from a masterly
picture, whereby you become possessed of a perfect out-
linc: then letus set aside the original picture, and see what
you will make of the pure outlive thus obtained, in the de-
partment of light, shade, reflection, and colour : even aided
by a recollection of what you saw of this in the original,
and from all I have ever seen of the genuine productions
of unelementary amateurs, 1 should expect this picture,
when finished, notwithstanding its fine correct outline, to
be one entjre mass of errors.

You are pleased, no doubt, with the compliments paid
to your genius, taste, and (what your fond father so mis-
takenly doats on) your intuitive knowledge of whatever
you undertake. This is worse than the severest criticisms in
its cffects, tending,to lull'you inso an indifference to those
aids, without which the works of genius can only rank with
the wild productions of nature ; without her cousistency,
because nature is always competent, but the utmost ef-
forts of art are often defifient.

It will be well for you to inquire into the natural cause,
associations, and effects of cobur, called aérial, or that
which is produced by light, on the various masses of
atmospheric Thatter; dccording to tﬁe_circumstances of
sifuation and gquantity, of both one and the other. A
studious investigator will'find the iris, or rainbow, a kind
of gamut (if I may be allowed the comparison), which
will much advance attainment in this department. There

1 H2
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wre learned theories, accompanied by iHlustrative diagrams;
on the subj>ct; witl which, if you have perseverance to
become acquainted, you will regret that waste of time, can-
vass, and paint, which is occasioned by the blind and con-
ceited attempts of mere genius, without science; but when
elements are practically united by progressive application,
they will form a clue of suck an exient, that genius may pro-
ceed without danger of being lost in the disappointing mazes
of ignorance and conceit. You can never stretch to the
utmost limits of elementary ground, while you are content
to range the ample space of possibility, consistency, and
beauty ; and your clue will never tighten till you wander
into the dark regions of absurdity.

Were you to content yourself with copying only, which
in a moral point of view may be blameless ; when choseu
as a means of innocent and honest l:vchhood, in humble
preference to any other trade or calling ; nnaccompanied
with the presumption of claiming the consideration due
only to the few, whe blesséd with talents, “ scorn
delights and live laborious days,” in hope of obtaining tha,
only genuine fame which has perfection for its basis. A
correct eye, and practical command of hand in the use
of the materials, would be almos* all that a copyist coule
require ; because formhs, charactens, lights, shades, and co-
lours, would be all before Him, demanding only attentive
imitation. And I am not backward to allow, that a very
correct copyist musf'be consiaered as a geniu¢ of that class
and, by sufficient application, may seem to ascend a steg
higher on the scale of merit. If‘such an artist has a gooa
memory, aud some taste, he will draw or paint what he
belicves to be original ; taking a new subject, and treating
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it according to what ht has copied from others. Itis
surely to such®artists ghat the proverbnal conclusnon is ap-
plicable, that “ those who follow must go behind ;" taking
example upon trust, and rather shunning, than seeking
the reasons and causes of effects ; or, if by misconstruction
alarmed at the abdve predicament of “ those who follow,”
blunder on in their own uncultivated conceits, as if has-
tening to the summit of perfection, dreading, alike, precept,
system, and example; and fondly hoping, that by the vehe-
mence of an effort, the palm of originality and of fame must
certainly be ensured. Too many young masters are con=
tent with this degree of originality ; but it can only obtain
them that sort of rank as artists, that musical geniuses
acquire by ear; who, for want of scientific knowledge,
must remain ignorant of the art to which nature parti-
cularly qualified thew.

You will plainly perceive the course I think you should
adopt, that of stuaying, to qualify your mind with tlear
and decisive reasons for your proceedings, observing
always, that bad examples may e blamed as the cause of
your errors, but are never to be admitted as good reasons
and you will make but slow advances in what is requisite
for one to know, who is ambitious of improving the fine
arts, while you sit dowi} contented Jwith the example set
before you (however highly es'teeme;i), unless you inves-
tigate the primitive causes, which must have directed the
mind and hand of its author. Forrare, very rare in-
‘deed, has it happened that genius has been so great
as to arrive at emmence, without some elementqr_y gmdes ;
or to perform a work, according with rules, without an ac-
quired knowledge of them,
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Sir Joshua Reynolds has said, that iules ate not the
fetters of genius, but “ fetters only to thoie who have no
genius.” °1 hope you will therefore agree with the
conclusion which must follow, that scientific rules are the
only sure and easy, though deliberate, conductors of true
genius to the TEMPLE OF FAME.

Letter I1.

Mabpawm,

It gives me great satisfaction to find that you
are resolved to follow the strictest discipline of clementary
inguiry, and by such means alone can your genius reccive
a fair trial. “ Perseverance” be your motto, and you shall
have “ Success” for your crest. As you have required the
whole of my system, you will of course permit me to tell
you what you already know—That you will only have occa-
sion for a good black-lend pencil, a sharp pen-knife, and
some drawing paper, or a drawing-paper book, to begin
with; and your first attention must be, to the proper man-
ner of holding your pencil, which, when you have cut to a
good point, you will handle precitely as you would a pen,
except a constant regard to preserving a much greater dis-
tance from the point, whih will soon become habitual.
Take care never to hold it too tight, but handle it with ease
and freedom, using little more of*muscular "'exertion thar
is sufficient to keep it from falling from between your
fingers. It is of considerable importance to observe this,
for those who do not, suffer severely, even to nervous de-
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“Llity 5 sitting locked in‘all their joints in sympathy with
this apparently trifiing error. You should, for the above
reasous, make an easy, graceful position while engaged in
study, an object of the greatest importance, as some of
our best amatears have neglected this, to the injury of
their health, as well as the natural beauty of their persons®
I shall eudeavour to impress on your mind, my opinion of
an improper attitude while drawing, by a satirical obser-
vation made by a witty old teacher, who, seeing a tall lady
stooping over her drawing till her nose almost touched the
paper, said, “ Why do you allow her to sit in such a
posture P—is she near-sighted —one would think she was
drawing with her nose!”  This aukward habit commences
in eagerness, which is detrimental to success in all works
of art: d& not hereby mistake my meaning, by imagining
that I recommend the opposite feeling—indifference, being
the very worst sensation that the mind of an artist can have
to combat—a placid and collected attention always -
tending the best; not by a miraculous hit-off, but patient,
yet active investigation, will prov’c most conducive to suc-
cess.

You will find it proper to set whatever you undertake
to copy, nearly upright, and directly before you ; a good
reason for which, you wil find fullysexplained in my Dia-
logues on Perspective ; where you will be convinced of the
absurdity of having, either your own drawing, or copy, in
such a direction, as to look obliquely on their surfaces:
see pages 51, 52, and 53, on foreshortening. You must
therefore have a desk, ~r easel, which you may clevate,
or lower, to a proper direction, by placing it before you
on a table, and raising the desk-lid, tilf your cye is as near
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the top edge as the bottom ; that 'i‘s, suppose a perpendi-
cular wire yas to be set up in the ¢entrc of the hid, then
raise it till the wire, thus fixed, would point to your eye, as
you sit in the easy position recommended ; or, you will
find it very convenient to take a light port-folio, or plain
board (made for the purpose), on yoixr lap, and rest it
against the table where your copy is (properly set up),
till by inclining your head casily forward, wot stooping,
you find your eye fall nearly perpendicular to its surface.
Thus, Madam, you may be properly prepared to begin
drawing ; and the best observations in my power shall be
the subject of my next letter : in the mean time, please to
provide yourself with the materials required, and some
Indian rubber ; and, as it will be proper that you give early
attention to the Perspective Dialogues, you will there find
what other instruments are wauting.

o

Letter I11.

Mapawm,

THE first efforts of your pencil must be, to draw
perpendicular lines, parallel and dqui-distant one from the
other, beginning with lineg about one inch long, and
(strictly observing the euse before advised) practise till
you find you can draw a row correct, and eagy, as fast as
you cculd very deliberately count double the number, as
1, 2, 3, 4, while you draw two“Jines: then increase the
length of the pencil point from your fingers’ end, and
make the like expériment on lines two inches long ; and
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practise till you can easily draw perpendicular lines, equal
distance asuuder, three inches i length ; then repeat the
above process with level, or horizontal lines. After this,
you must procecd to oblique lines, both to the right and
left; and to comyplete this command of the pencil, you
must draw cwive ! iiues, according with the above system,
till you can diaw a good circle. This seemingly tedious
and unentertainmg, hegivning, will be amply rewarded in the
very next stage of your study.

First exercises are generedry done in copy books ; and
the only disadvantage arismg from the using such, is, that
a very important part of the commencement is too often
neglected, that of a proper manner of holding the peacil,
and placing the paper to be diawn on; +s also your own
position, *which should coutinue your chiey care, till habit
has made it natural to you.  Thex you may draw on the
copy book, if you piease, while you recollect ihat you are
not w@riting in it.

I much recommend the habit of standing, both to draw
and paint, as mdst conducive to health : the arrangement
nécessary to such, requircs uo further direction than to ob-
serve the rule 1 have given; placing every thing at a suit-
able height, which if you have not ingenuity enough to con-
trive, aud that in a com}letc/r/ convsnient manner, you may
assure yourself that you havegnot yst equalled Raphael, as.
a painter— or Archimedes, as a contriver. There cannot
be a greatpr proof of unfitress, for the fine arts, than
aspiring to the end, w:thout due atteution to the means:
4 therefore seriously adyxse you never to begin till you are
well provided, and prepared with suitable materials, in all
respects. Here observe, that a dull-edged knife will-
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waste both time and pencil, “and' is a certain proof of
great lazincss, or some equally improper disposition for
the pursuit of excellence. If you pay due atiention to
preliminaries, you will study with much greater chance of
improvement, than by any irregular mode, and with due
practice you will almost forget that any system is required ;
the proper manual of the art will become natural to
you; then you will feel the benefit of that liberty, which
some shullow thinkers imagine should he granted from the
first : but perthaps I can convince you of their miistake by
the following obscrvation :—

Suppose two, equally natural geniuges, were to com-
mence the study of Znsirumeiial music at the same time
one with tle best thecoretic cxplanation of the science
that could be written; and T would also graut fufl
and clear methods for the application of the mu-
sic to the instrument, but no master. To the other
genius,‘I would admit, and recommend, all the above,
under the government, and tuition, of the most judicious
performer, strictly enforcing and explairing all the uice
punctilios of time, air, chords, tones, half-tones, &c. &ec.
Can it be a question, which would be the best per-
former?

It may not be irrelevant to the sybject, if I assure you,
that the dexterous art of “7olling on a drum” cannot be
acquired without a manual of some weeks’ hard exercise ; 5
and easily as they apprar to perform it, it cannot be attained
by the utmost strain of genius, except by one certain

it is the samc with dancilg, be the taste for that,

method : i
accomplishmeunt ever so great.  And indeed, progressize

tuition is submittedvto, on almost all occasions, more
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readily and patiently shan by (*self-dubbed”) natural
éeniuses in drawing and painting.

How painful must it be to the feelings of %n artist, to
be under the necessity of restraining his disgust at the
vanity and blindness of amateurs of this description; who
boast of the only or chief cause of the absurdity of their
productions, as a great merit. ‘The: first remark one
generally hears, is, ¢ I never learnt ”—* 1 have taken it
entirely of myself:” then follows, “ What do you think
of the work ?” which, after all, was perthaps traced off at
the window. Here’s a predicament for an honest mind ! but
Politeness is a deity who grants absolution to ull her
votaries—they must be complimented; or the man who
would give an opinion according to lus judgment will be
metamorphosed into a bear, and most probably may be
treated as such, where this sort of foible is indulged.

]
Letter TV,

I norg, Madam, my last convinced you of the
necessity of obtaining a command of hand by the most
simple essays; for whilg you were en«mgod in attention to
your position, and that of your penu/ and paper, an en-
deavour to amuse your fancy, by even the slightest asso-
ciation of lines which could divert tlue mind from its first
Yobject, would have beén premature.
» I now wish to impress on your mind what I mean by
commund of hand.
‘When you can easily mark the form you previously in-
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tended, not by putting your pencil to the paper, and lesting
st fly promiscuously, almost where it might Kappen ; but a
governing, steady, easy hand, obedient in every part of
the whole line to your well-convinced mind as to what is
requisite, so that you may take off your pencil precisely
where you intended ; and slope, or curve, to the right or
left, whenever the original dictates.

Never make a compound line by one motion of the
pencil: suppose two lines forming a figure like the letter
A or V, draw one side, then take your pencil off, and
draw the other.

Take great care that al/ lines which are perpendicular,
or level, in the original, are strictly so in thuse particulars
in your copy, as otherwise your buildings will appear in
danger of falling down : this must be studiously «observed.

I have proved it to be a very good gradation of practice
to make simple compositions with the “radical lines,” as
the first advance towards the great object, and at the saine
time continuing the exercise of the pencil more than that
of the mind. It will bewu pleasing and very casy under-
taking (see Plate XVI. Tig. 1.) to draw two or three
horizontal lines, one above another, as so many steps to an
intended door-way, diminishing in length at each end; then,
near the end of the top line, or stew, draw perpendiculars,
about the proportionate length of a column; and for the
inner sides of the colummns, draw two more lines;, these
must be all of one height ; at the top of which, draw two
level lines necar togcther, the whole length of the top
step, and a little projecting over the outside perpendicular
lines; these will represent steps, columns, and the level
part of a pedimenty; then place the point of your pencil
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a little above the top lme, in the centre, and draw oblique
lines, from this point, down to the ends’of the ®p parallel
of the level parts of the pediment; and you will have the
figure of a frontispiece to an entrance. Now, if you choose
to have an arched door-way within it, draw a half-circle,
the top a little distance from the lower line of the pedi-
ment, and the two lower points the same distance from
the columns, and continue the lines down to the top step.
Thus you may easily invent, or copy, many lessons, proper
for the accomplishment of handling the pencil freely,
such as outlines of alcoves, bridges, temples, or any
uniform figure (see Figs. 2 and 8), which may tend
to produce a correct eye and good taste while the
hand is forming; taking caution not to enter too
deeply on very full subjects, till your pencil will readily
obey your ideas, as well in drawing oblique or curved lines,
as perpendiculars and levels.

The curve is that which will occur throughout the whole
of animal drawing; ind&d, it is considered the radical
source of beauty in general, and must claim that share of
your attention which its importance demands.

I would advise you now to purchase a few of the best
elementary specimens of such subJects as you find the
particular objects of yo‘r choice. *Guided by the judg-
ment of a good “connoisseur” in this matter, your own
choice may, in a due degree, be consulted taking care not
tto suffér your®enthusiasin, or want of Judgment, to overstep
your tender experience. A little practice, every day, will
give your powers increading strength ; and the finest sub-
ject you can desire, may be either purchased or kired, to
put your ambition to the test.
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’

‘Whatever you undertake, perform with «Jeliberate care
and PERSSVERANCE; and when you have chosen a
piece to copy, do not, on any unnecessary excuse, leave it
until completed. This may lead to a proper caution not
to undertake any great work at the first:: a simple cottage,
or plain building, with the little accompaniments natural to
them, will be sufficient. Trees will require study in the
detail, so that you may learn the various fouches and forms
peculiar to their characteristic distinctions ; and rely on it,
nothing but practice, and its consequence— experience,
can render these 1natters easy to you.

Letter V.
Mapawm,

It 18 the most grateful reward to my endeavours
to find that you so fully approve of my methods and
1emarks, and I shall detain you no longer in the confined
walk of an entire novice, but immediately proceed to
that stage of the art, where my observations may be
more particularly serviceable.  Let us suppose you
seated before a clear intelligible subject (a landscape
perhaps), completely ;rovided aciording to the instruction
already given. You must take a general and deliberate
observation, to determine the relative situations of the
principal objects ; such as the height of the horizon ; the:
nearest angle of the most conspichous building ; the whole
widtk of a building ; its beight; he height of the largest
trees, and their 1clative distance from the first or principal
object; as also fiom tiie margm of the drawing.
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' Take care to begin all objects the right distance from
the base line,'which is the bottom lwme of the picture:
those parts touched lightly will be sufficient to direct your
eye to the situations of other subordinaté parts of your
drawing, until the whole becomes /ightly, but correctly
hivted at; regarding, first, the relative situations of all the
conspicuous parts of your subject.

You will find it good to determine the situation of those
leading points, by observing whether they are at half,
oue (hird, or one fourth part, more or less, of the whole
length or breadth of the picture; or between any two
principal points: for example, examine what portion of
the picture the land takes, from the base line to the
horizon, and you may very probably find it about one
third the whole height. Remark any variation to this with
care, and that point may be settled to a geometrical
certainty almost; and, in the same deliberate way, find
all the other remarkable objects. The touches you will
make to obtain these poings, will not require great attention
to drawing, although the more correct the better, as they
are ouly so many points through which your pencil will
pass when you proceed to the minute outline, in doing
which you must have constant regard to the proportion of
one part to another; ohserviug always what part is per-
pendicular, parallel, or on a lvel with some other part,
alrcady noticed by a studied touch. Precision can never
be carried to too great an extreme, in the execution of any
suBsECT worthy the pencil : technical propriety will always
nferit so much of your_dttentiun, as to secure you from
the critical censure of the mechanic; suffer not the
“ cobler to find fault with a shoe,” "Many objects in
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landscape are of fixed dimensions, and should never b
given contrgry to their proportion; fot instance—a brick, and
its strata of mortar, always measures three inches; this
must make four course in the height of one foot, or twenty-
eight to the height of a seven-feet door frame. Pantiles
cover about seven inches in width; therefore, in a roof
sixteen fcet long, twenty-seven rows of tiles, at least, will
be requisite. Steps are generally between the height of
five and eight inches each; then three eight-inch steps
would rise to the height of eight courses of bricks. Sheds
and out-houses are covered with boards (called weather
boards), which arc seldom above ten inches wide, from
the edge of one board to the next; and more frequently
six or seven inches, which should have due attention,
when finishing, from memory, sketches which’ may have
been hastily outlined from nature, or when composing
from fancy. It would be inexcusably dull to give any
further explanation of particular measurements of this
familiar kind ; and had 1 not very, frequently seen instances
of the ill effect arising from « total disregard to the truth,
where the artist evidently proved that a proper repre-
sentation of the above-mentioned “ trifles” were intended,
I should find it proper to apologize for supposing it
necessary to engage your attentiop to them at all.

You must accuston yourself to touch lightly and tenderly,
that you inay, the more conveniently, correct any error in
the disposition of the parts. . o

As soon as you have marked all the general outline, rub
the drawing over lightly with some crumb of bread (nut
damp or too new), leaving the whole barely visible. Hav-
ing thus, by previous application, determined every thing
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to be properly situated. Your whole attention must now
be given to correcting and completing the fprm of each
part, touching with due spirit on shades near the foreground
of your drawing, and receding towards the horizon
with a tender hand, and the eye of perspective. Begm
this stage of your work by drawing the principal objects,
Jirst, as at the commencement ; observing here the ease
with which you may descend to the detail, after having
thus secured all the principal points, there will be nothing
too wide, or too narrow, too high or low, too much
curved, nor inclined either way: all proportions and
positions will agree with the original ; and now the more
attentiop you pay to every part, the more certain will be
the effect of the whole.

By the outline, you are to understand every mark requisite
to determine the foym ; not only of the extreme edge, or
outside line of the whole figure, but of all discernible
marks which have any share in constituting the expression
and character of the piege, of which I shall have occasion
to say more in another place. When copying, you can-
not have an outline too correct, as the expedition which
is requisite in sketching from life, is not here necessary.
It is a very bad practice for young students to sketch has-
tily, and proceed to shyding and timting, hoping to make a
great show of their progress iw alitde time : disproportion,
blunders, and oversight, will torment, and tend to disgust
those- who proceed in such a manner.8 Yet there are some
fertile fancies which (although unacquainted with the means
of producing a correct desxgn) should not be too much con-
fined, when a happy thought presents itself ; as the spirit
of composmon might evaporate under the care and
endeavour, which is unaccompanied with any other know-,



114

ledge than that, @t ought to be correct; such a mind wil”
improve in this esseatial in good time, and has my humble
opinion in favour of early compesitions ; and that you may
sketch your own ideas as free, and as rapid as your ima-
gination may dictate, as memorandums for future study ;
recollecting that this licence given to your genius, in inven-
tion and composition, is only allowed as a stimulative to
the exercise of deliberate judgment, and mechanical accu-
racy : without which your thoughts must remain in their
original state, as they can never become works until yow
are possessed of, and use, the means to make them such.

It must be granted, that there is no material object
without its particular form ; this form being a substance,
will produce its conscquent lights, and shades, and fur-
thermore must have some local colour peculiar to each part,
besides that which may compound with it by reflection
from the tint of the sky, the colour of a room, or the
nfluence of some neighbouring object, or perhaps altogether.
As this must be generally admitted, it of course follows,
that whatcver you choose to study the imitation of, should
be considered as demanding your utmost attention in sys-
tematic order ; first, of form, or outline, which will com-
prehend expression and character; secondly, of light,
shade, and reflection y and thirdly, of colour; that the
whole may be accomplished gwith success.

Now, as all works of art will, of necessity, be progres-
sive, a good system ef beginning, proceeding, and finish-
ing, must be desirable.

First, as every thing has a certainform, that must be thé
earliest ohject of attention, according to the methods just
before mentioned ; which, when obtained, releases you, in
2 great degree, from a very considerable share of atten-
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tion, with liberty to advance all your thoughts to the second
part of the subject; which is, the modelling, or relievo,
by meaus of light and shade; thus completing form
and projection, or substantial appearance : then follows
colour, of which 1 shall treat in due course, as we
shall not yet arrive at occasion to explain more on that
head.

What lights and shades can correct bad drawing ? or what
is the use of colour to either? None. First draw correctly ;
then study light, shade, and reflection ; which, when you have
accomplished, colours remain a vast theme of interesting diffi-
culty for your future investigation. But, perhaps, you will
be pleased to know, that when you have acquired pro-
ficiency iu the two first parts of your progress, and can
proceed to finishing, you will tken draw and shade with
your colour, in a, certain proper degree, performing
the whole, except the first sketch, by and under the com-
prehensive term “ painting.” Before I close this part of
our subject, it will be groper to advise you to study a
second copy of what you have in hand, entirely from me-
mory : never look at the original for this, but trust to
your recollection, and try the strength of your critical
powers, and you will find the utmost advantage from such
practice, by the improivement of every faculty requisite
to an artist.

Letter V1.

Mapam,
I TrusT the substance of the foregoing letters will
conduct you through the outline of mny plain subject ;
12
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and, when practice has confirmed you sufficiently
courageous. you will attend to the following observations
on drawing animated figures, which are as essential to a
picture, as actors to a stage; and, indeed, this primary
object of study is the best, as well as the shortest road to
eminence, in the whole art of the design.

It is the beauty and superiority of the human figure over
all other animals, which constitutes it the chief object of
a painter’s study ; and so vast is the variety of forms,
attitudes, and expressions, which are continually changing,
according to the infinity of incidents to which all are liable,
that few, very few indeed, have arrived at so great a degree
of eminence, in the imitative art, as to do Justice to the
noble character under which man should, according to his
high rank amongst created beings, be described.

We are humbly to recollect, that it is his mental
character which determines him to be “ the NOBLEST
worK oF Gop;” from which it consequently follows,
that to imitate the mere gnimal tnun, as we too generally
find him, is not the greatest end of the art : under whatever
character we may find occasion to make the human figure
the object of our study, the primitive superiority of our
subject, over all others, must be constantly kept in view.
We have the highest written authprity for our conclusions
on this point—“ LET US*MAKE MAN IN OUR OWN
IMAGE.”

It is a subject dedianding serious reflectiot, to observe.
the wonderful perfection of the ancient Greeks, who, in
their dignity of thought and purity of design, were unas-
sisted by the REVEALED history of man’s origin; yet
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they seem to have been i.nspired by the most exalted ideas,
possible for human intellect to have formed.

By what association of means they arrived at tius sum-
mit of perfection, is a secret divulged, with a very sparing
hand, to all who have succeeded them; yet some few
glimmering, but very distant lights, united with the most
rational conclusions of inquiring writers, have given us
sufficient assistance, by their laborious investigations, to
proceed, as circumstances may chance to bring forth any
additional evidence of antique sublimity; and enough of
the works of antiquity have been protected from the power
of all-devouring time, to show us, that the perfection of
art must depeundd on the imitation of the most perfect forms
in nature, in all her various species and characters ; inso-
much, that in .ilition to the ruth and beauty of animated
forms, the approp-iate expression so wonderfully associates,
that a lively imagination would almost conclude “ a
Grecian statue has a soul”” And it is no less worthy
observation, that throughout thg whole of their works (at
least those on which the eminence of the ancients are
founded) they have uniformly adhered to what is particu-
larly understood by the word ¢ beauty ;” so that notwith-
standing the agony, and consequent contortions, so exqui-
sitely expressed in the group of Ltocoon and his sons—
the representation of the meMncholy fate of the Niobe
family, and the terrible energy of the Gladiator repellens ;

eall of - whose® personal superiority ovef ordinary beings, is,

perhaps, heightened by, the successful appropriation of
expresslon in these womderful specimens of the perfection
of art.

And, I am inclined to believe that one of the causes
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of the decline of the pure and great style, may have ori-
ginated in descending too minutely to detail when working
after imperfect models, and substituting distortion and
deformity as the representatives of the inferior characters
in their groups, as a corrupt means, perhaps, of producing
a contrast to the advantage of the hero of a group.

Although it may be frequently, if not generally requi-
site, in obedience to the truth of a subject, to describe
the effects of passions, depravities, and other accidental
circumstances, with physiognomic punctuality, yet due
attention to what our great predecessors have been able so
happily to accomplish, without treating absurdity absurdly,
should influence all your endeavours; as there can be nomeans
of success so certain as the acquiring a thorough knowledge
of whatever you undertake, that you may be enabled thereby
to distinguish between perfect and imperfect conclusions ;
taking care, in the pursuit of our present subject, to give
to virtue and beauty the best attributes ; and never endea-
vour to render vice or deformity agyeeable, by the misappli-
cation of your knowledge and abilities.

It is impossible for you to conceive too exalted an idea
of this main object of a painter’s study. For, without a
competent and just conception of its importance, nothing
great can be expecteds; and it shgll be my utmost study
to give, and recommend, such methods of beginning, in
the mechanical department of this subject, as will enable
you to proceed with vertainty. |, . :

Beauty, grace, expression, and character, are in the
province of genius, “or right-min-ledness,” and depend
much thereon ; for this you must apply to al// the means
required ; taking every opportunity of cultivating and



119

itproving your tuste and judgment, that nothing may
be wanting to constitule the perfect amateur.

m— ——

Letter VII.

Mabpam,

Tris is that stage of the student’s progress which
is the greatest test of his patience and perseverance. A very
considerable majority of those who employ a drawing
master, entertain a mistaken notion of his powers, and
expect to advance in fame among their friends according to
the sum they pay him; dnstead of the attentions so
requisite to success, which they should unremiitingly pay to
his directisns and their studies. If you heartily determine
to proceed properly, you must rclinquish the most distant

" desire of praise, except a fair compliment to progressive
improvement ; and, in the same degree that you have
patience to lay a good foundation of practical and scientific
knowledge of the art, will yourtultimate accomplishment
be ensured.

Your certain test will be your sketch-book. Try from
time what you can do—you will thereby perceive wherein
you are deficient. .

Do not expect that habit will teach the pencil to move
the right way, without you direct it by right ideas; all
success depends on the means. The painter, who by

®accident produced the foam ata horse’s mouth, by throwing
his brush on the picture fn despair, could not claim the
merit of the effect produZed: accident too seldom succeeds
to place reliance on it; and, as I have before had occasion
to observe, the means only are security for the end.
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The following general proportions are only given is
good memorandums, to begin your sketch ; and a thorough
recollection of them will be of great advantage in your first
thoughts of composition; but you cannot proceed to the
more minute articulations, and nice divisions of the figure,
without you acquire a familiar acquaintance with the “antigue
proportions ;” which may be had of Laurie and Whittle,
Fleet Street, or Carrington and Bowles, St. Paul’s Church
Yard, folio; where, at the same time, you will do well to
get Le Brun’s Passions. A General View of Anatomy, by
Tinney, may be had there, tolerubly correct, as respects the
matter ; but the figures are not equal to those of Albinus,
which is a very complete but expensive book. The pocket
volume by Inms, is good: Bell’s Anatomy of the Bones
and Muscles, is a book also worth your attention.

All these you will have time to study, at intervals most
convenient to yourself, while you are forming a good taste,
and improving your hand, after good specimens of heads,
hands, and feet, which should be. well understood before
you attempt to draw the whcle figure, as a regular study :
yet I think it proper to have a sketch-book always at
hand, and to accustom yourself to sketch your best ideas
of historical and other subjects. Raphael, Le Brun, and
Lavater, for charactes may be of great assistance, in
these juvenile exercisey ; which should be accompanied by

a proportionate study of scenery, with perspective.
©.

GENERAL PROPORTIONS OF THE HUMAN FIGURR.‘

The whole height of the figure istfor tall figures, 8 heads.
Figures more robust are divided by seven heads and
a half in height, which is equal to 10 faces.
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It will'be worth your recollection to know, that if the
figure of eight heads be six feet high, the figure of ten faces.
will measure five feet seven inches and a half in height.

Perhaps, all the various characters you need design for
proportion and anatomlcal information, may be found
between these lwo extremes: genius and good judgment
will, however, have discretionary liberty on this poiut.

The inside line of the legs and thighs of a figure to the
beginming of the body, mecasure half its height: in tall
figures they are above onc-half, and in shorter not one-half
the figure—4 heads or 5 faces.

The quarter parts of the heights are from the top of the
head to the arm-pits—2 heads, or 2} faces.

From the arm-pits to the bottom of the body, or middle
of the ﬁg'ure—Q heads, or 2} faces.

From the lower part of the body to lhcjoi-ut of the knee
—2 heads, or 2} faces.

From the knee to the sole of the foot—2 heads, or 2}
faces.

The length of ‘the foot is about one-sixth of the figure.

To the figure of eight heads it is one-twelfth part of a
head more than 14 head.

To the figure of ten faces it is exactly 1} head.

When both armns are ex tended, the measure from the ends
of the middle fingers is equaleto the height of the figure—
as 8 heads, or ten faces.

The breadth of a man, when his a?ms are placed close to
his sides, as viewed in front, is one fourth his height—2
*heads, or 2} faces.

From the top of the shoulders to the elbow—1% head,
or 2 faces. °

From the elbow to the wrist is 1} head, or 1} face.
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The hand is in length equal to the length of a face, of
2 of ahead.. :

The breadth of the hand is equal to half its length, and
is also half the width of the face.

The thumb is in its length 1 of a head, or the length of
a nose.

When the arm hangs straight by the side, the joint of the
wrist is at half the height of the figure, or on a line with it.

The diagonal, or longest measure of a head in profile, is
about a head and a quarter from the lowermost extremity
of the chin to the uppermost part of the back of the head,
or nearly the length of the foot, and also of the lower arm-
bones from elbow to wrist—1-Gth of the figure.

‘When the arms and legs of a figure are extended so as
to represent the four points of a square, the navel will be
the centre.

1 shall not here give any general measure for the breadth
or thickness of the limbs, because they vary much in these
respects according to character. You will find them in a
manner you may rely on as a standard, from the book I
have recommended on antique proportions. 1have here
given you sufficient to enable you to practise composition,
which is one of the best stimulas to further inquiry.

We can now proceed to the proportionate divisions of
the head and features, which ¢you must learn to recollect
perfectly before you can expect to draw the whole figure,
even in a sketch ; and' you will presently obser.e that-this
cannot be accomplished without separate and due attention
to each part of the face, for it wouldsbe folly to attempt to
draw a whole head, until you are perfect in each feature.

The drawing of the front of the human head is mecha-
n.cally begun, by an ?ut]iue nearly resembling the shape of
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ah egg, or somewhat of an elliptical form, in the proportion
of about four in length to three at the greatqst breadth;
as thus, if you draw an egg form, four inches long ; draw
the width full three inches; let the upper half be a half
circle, and the lowgr parabolic; this figure must be divided
in half by a perpendicular line, which divide into four equal
parts, horizontally ; give cue to the top of the head, one to
the forehead, one to the length of the nose, and the lower
part divide into three equal portions ; the first part, next to
the nose, is the upper lip, finishing at the opening of the
mouth,—the second, the under lip to the beginning of the
chin,—and the lower third contains the chin. Touch with
your pencil to mark for the top of the forehead, at the
uppermost division; then sketch a faint line across the oval
at the top of the nose, as the bottom of the forehead;
another at the third sdivision, for the bottomn of the nose;
another for the meeting of the lips, and a mark for the top:
of the chin. Nextdivide the length of the nose into four
cqual parts; giving one part for, the height of the wing of
the nostril, and one, from the top of the nose, for the line
on which the eyes are to be situated, and there will remain
two parts, or half the leugth of the nose, between the eye
and the top of the nostril. Then draw the line for the
eyes parallel to the centrg horizontal*division, which crosses
the face at the bottom of tlte fordhead and top of the
nose, and divideit into five equal parts. One part is the
olength of anseye, and you thereby hhve the exact length
of an eye between the gyes: divide this space into three,
and the middle divisionowill be the breadth of the bridge
of the nose. The width of the nose, .including the wings
of the nostrils, is the length of an eye: the mouthis a
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little more. The eyes open to about one-third their lengtk.
The pupil of the eye is a circle of one-third the length of
an eyc; the inner dark circle (or sight of the eye) is full
one third of the pupil. The eye-brow is the length of the
eye, and i3 about the third, or opening above the upper
eye-lid. The bottom of the ear is situated on a level with
the bottom of the nose, and the top is level with the eye.

In profile, the back of the ear, the top of the fore-
head, and the point of the chin, form an equilateral
triangle.

With this arrangement you might sketch a good situa-
tion of all the features, which you should practise as soon
as you have learnt the drawing of eyes, nose, mouth, and
ears, separately.

You must study from the very best examples. Raphael,
Morgan’s Antiques, and Cipriani’s Drawing-book, are of
this class. There are many other elementary books of
extremities of the human figure ; many of which, although
pleasing to the eye and the fancy, are too incorrect. In
your own studies, habituate yourself to the most severe
criticism, and you will so correct your work as to render
other criticism more approving than severe : it is a weakness
to say, “There is something amiss in my work, but 1
cannot tell what.”  This may be; but it is oo often a
dread of the trouble tha: would follow the discovery, which
thus blinds you to your own errors. Excellence must be
the only hope of an astist. ‘ * .

Take care to avoid the partial (and perhaps ignorant)
encomiums of your acquaintances, as much as possible :
iudeed, the bits or parts you may have as yet studied being
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no plctures, fow besides an artist will be qualified to pass
a genuine opinion of them.

Letter VIII.

Mapawm,

IF you have duly attended to my advice, I may
fairly conclude that you can now manage your pencil
freely; and I hope the rules for beginning a copy, and an
acquaintance with the proportions, have enabled you to
make some correct outlines. When you find yourself thus
qualified, it will be proper for you to enlarge your style,
and use chalks.

There are three sorts of native chalk—black, red, and
white; and of the “first there are two natural sorts—the
one is hard, and is called Italian chalk ; the other is softer,
and is French chalk. They are generally used on
coloured paper manufadtured for the purpose, which is
known by the name of silk paper. The most agreeable
colour is French grey, it being a sociable tint to both the
black and white chalks. Charcoal, to sketch with, is
necessary in this sort of drawing; and paper, or leather
stumps, may be found of use: A they are generally provided
along with the other materials I have mentioned ; as also a
port crayon or two, to fix the chalk igto: these are indis-

®pensable. '
o The manners of usihg the chalk are various, each
draftsman forming some peculiar method of his own.

The best system I can give you, is ¢o draw a correctly-
proportioned outline with the charcoal; and, as you find,
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your outline improves, continue to touch bolder, noticing the
breadth and form of shadows, and the most conspicuous
markings of features, limbs, or draperies. The certainty
that this can easily be cleared off with crumb of bread,
must not lead you into a careless, dirty method of using
charcoal ; for, with a little attention to its soft texture, and
a mind properly intent on the success of your drawing, you
may acquire a tender elegant touch, and produce nearly as
fine a drawing as with any other material.

Design with your charcoal almost as cautiously as though
it could not be rubbed out : this must make slow progress
at first; but be assured, if you make a hasty, erroneous
outline with the charcoal, you will have double the trouble
with the chalks: besides, if a true line must be obtained
before your drawing can be considercd worth rendering
more durable by the chalks, can any-material answer the
purpose so well as charcoal, which can all be cleared off
so casily?  You cannot begin your sketch better than by
attending to the rules T have given you for beginning in
general, as far as respects the leading points of the
figure ; observing first the inclination of the head, which,
being drawn tolerably correct, will serve as a poiut from
which all the other situations may be easily determined ;
taking duec measure (With your cye) of the whole field
or surface which is ‘to cdntain the figure or figures, it
being the heecdless fault of many to dash away, without
ever cousidering where the fect and hards may ex-,
tend. .

As a figure may be eight heads*in height, never begfn
the head of a standing figure larger than oue-ninth or tenth
part the length of the paper, and nearly a full head from



127

the top. Observe at .the same time the extent of the
limbs, right and left; to determine well what situation
between the two sides will best bring in all the figure : this
will save the unnecessary trouble and disagreeable effect of
pasting and patchipg, to accommodate your first thought-
lessness.

[I know there are those who value themselves for such
irregularities, mistakingly thinking it a sign of the ardour
of genius. Permit me to inform them, that genius, truly
s0, must be a composition of excellencies ; she elements of
science must unite their powers, performing a work equal
to the thought. I refer to the examples of the great only,
whose patient perseverance in the execution of their works
was equal fo the greatness of their conceptions.

Were the wonderful statues of the Gladiator, Apollo,
or the groupe of thes Laocoon and Sons, produced by a
flash of thought? Or was St. Peter’s at Rome completed
by an accidental hit? No: neither had Genius done her
part, when Raphael had dqtermingd the composition of his
Cartoons. — Such ‘works! can only be perfected when
genius is genuine ; beginning with inquiry, proceeding
with knowledge, and finishing with certainty.]

Proceed, by carefully observing what parts are on a
level with each other; vhat point inother may be per-
pendicular to ; or, which way she lints curve, or incline;
what parallels are to be found; or how much they deviate
fyom such gesmetrical forms. In this*you will have the
assistance, and must be ghiefly under the guidance and
government, of the general proportions of the human

Jigure, as given before, forthe purpose of helping youin your
first contours and compositions. But as copying is much
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dependent on a correct eye, let ng conceit of systemaiic
knowledge ' seduce you into a deviation from your subject,
which should be imperious in this respect ; for it is not
probable that the small portion of ciitical determination
you can yet have acquired, can be sufficient to enable
you to-deviate from your model with advantage ; indeed,
if you make choice of the best, both statues and pictures,
for your improvement, you will have attained a glorious
height indeed, if you ever can, successfully, let this bind
you to your subject, till you have attained knowledge,
and the right use of it, by practice. And, while you
thus attend strictly to your example, great care should
be taken not to suffer yourself to be led into a very com-
mon error, that of overstepping the ertremes;. as thus, it
may be extremely adapted, by a broad, square, and bold,
decisive marking, for its original purpose (perhaps, that
of a great height, or distance); and notwithstanding the
forcible manner this may affect your mind, as to the
extreme, you must be fnuch on your guard, at first, to
avoid destroying the whole beauty of your copy, by seiz-
ing (I may say) on those very extreme poiuts with too bold
a hand.

If, in taking a portrait, you find any feature extremely
large, or wanting in beauty, you surely would not be so
unfavourably punctual as rather to increase than diminish
disproportion. It ipay be useful to some, to mention a few
instances where this sort of precaution may be of grea
scrvice. The book of heads exbressmg the passions, after
Le Brun, may best serve this purpose, as they are likely
to be in the posséssion of most students ; in almost every
attitude, expression, and feature of which, you will find
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that sort of extreme beybnd which error would increase,
and the characicr be thereby lost ;—ang if you should study
from the outlines by Cuzzens, called * Hlements of
Beauty,” you will have to avoid the opposite extreme as
they are put forth as such, with a view to show how much
expression may b& given without that forcible marking
which Le Brun has throught proper to his purpose.

As soon as you have completed the charcoal outline,
and entirely decided that every part is right, so far as re-
gards right situation and general proportion, you should
mark the highest lights with white chalk, with nice atien-
tion, as the truth of the model depends much on the right
situation, form, and force of these touches; and the earlier
they are correct, the better. .

This completes the charcoal, or first process, and your
next should be to wisk off the charcoal with your hand-
kerchief, or a feather, so as just to leave a visible trait of
all you have done. Take care not to use crumb of bread for
this, as it will take off too much, and thereby give you
the uunecessary treuble &f studlying the situations over
again : the charcoal marks which remain as your guide to
minuter attention, may give you the unpleasant idea that
your drawing will not look clear while they remain; but
you will be relieved from this doubt, as soon as you have
completed your second #stage, of spudy with the chalk,
which (I advise) should be the French, or the softest of
the two : now, although alight hand, apd neat correct line,
& always to Pe studied, you need not be alarmed at finding
this second outline rather too black in some parts, because
when you have rubbed the whole over lightly with crumb
of bread, it clears away all the remaming marks of the

X
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charcoal, and leaves this improved outline quite clear, and
just visible enough to relieve you from the’ fivst degree of
concern about contours, and proportions.

Now take the Italian chalk, and begin with the head,
to draw, improve, and shade, according to your example.
Itis a good way to lay all your breadths of strongest shades
first, and the more tender shades in succession, rather
under their full depth, by regular strokes, forming masses,
and increase their force by crossing them, in an oblique
direction, never directly across, as that produces a very
ungraceful effect.

Look to good examples, and practise with duc atten-
tion, and a graceful manner will be the result. If you
think foo much of the arrangement of your strokes, you
had better practise in this department of study upon the
most simple subjects, until a good style of touch will
flow naturally from your hand; because, a true imi-
tation being your ultimate aim, the mind should be
freed from all concern, in what may be termed ma-
nual exercise, before you undertake @ work of much im-
portance, which, once attained, the hand will never go
wrong, but will obey the mind to the very boundaries of
possibility.

The black chalk ghould never mix with the white, when
used on coloured paper, hecaudé the colour is always a
medium between black and white, and should be left clear
as far as its tint ansivers the purpose. . ‘

The stumps may be useful in diffusing a breadth of
shade to gain a speedy effect of pack ground, or any other
broad mass: take care that the use of them does not give
you a hasty mannér. The Italian chalk being very com-
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pact, flows best from *rather a firm Zight touch, than by
pressing too nard : practice and attegtion will accomplish
you in the proper use of it. -

Always cut your chalk from the point, directly the con-
trary manner of cutting a black-lead pencil.

Crumb of bred is preferable to India-rubber, to clear
off any error on this sort of paper.

I may now venture to hope that you will require no fur-
ther instructions respecting the nature of chalks. Good ex-
amples may be of material service:.there are very good
academy figures, particularly as specimens of the use of
the chalks, after Mr. West, sold at Colnaghi’s, Cockspur- -
street, Charing-cross.

It would be presumptuous in me to depart from the
sphere of my humble pretensions (that of directing the
hand), by borrowmg the language of my predecessors and
superiors, on the nght formation of a painter’s taste and
Jjudgment. ’

You will find the writings of Leonardo da Vinci,
Algaotti, Du Fresnoy, Richar8son, Sir Joshua Reynolds,
Barry, Fuseli, Opie, Shee, &c. &c. most safe and
certain guides. Were I not thus ably exonerated, I would
rather attempt than suffer the incongruous fancies of youth
and inexperience to proceed in egror and uncertainty; and
still my best shall notse wanting,, in what appears to me
to have been omitted, or, from its great importance, may
be repeated to advantage.

| &
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. detter IX.

Mapam,

PErHAPs it may now be necessary to cau-
tion you against too much, or rather‘two long appli-
cation at a time, until you are constitutionally habituated
to the practice of the art: nothing can be more hurtful to
the mind than anziety. Ambition is often the parent of
over-strained endeavour, eagerly wishing to attain the end,
instead of a deliberate investigation of the means; which is
generally repaid by disappointment.

Never suffer yourself to fall into this error; but study
with a cool mind, and consider well the effect you onght to
produce, having patience with the process, being: anxious
only in an inquiry after the right means of success. This,
although according to the most salutam/ proceeding, will
exhaust the faculties of young students, and should be
seasonably relieved by recreation, erercise, and refresh-
ment, but never to total neglect : the peneil should engage
your entire attention some considerable part of every day.

The fine arts depending on an ingenious power of ad-
vancing directly against the general current of common
propensitics and deprayities, cannot expect to proceed
up such a stream, wyithout vigfiant exercise of this
power. And no further relaxation is meant, than is sufficient
to preserve it unimpgred, which may be properly regu-
lated by a prudent attention to your own constitution,
and the general rules of health.  * o

You desire to know my method of fimishing black-lead

pencil drawings : it # thus—I make my whole outline as
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correct as possible, and then lay all the breadths of shade
by teuder hafchings or strokes, which I blepd and soften
a little with a hard stump made of writing paper: itis a
very mice point gained, when you are able to make this
stump properly. The middle must be rolled close: if
there be the smallest hole up the centre, itwill not answer
the purpose. A thick card, cut to a point, is a good sub-
stitute.

I pay great attention to the model while stumping, so
asto preserve all the lights, and leave the shades tender
enough to require finishing with the pencil. This must be
douc with very compact lead : Brookman and Langdon’s
pencils, marked I H, are the most suited to my practice.
I always draw on the best wove post paper, hot-
pressed. " The less rubbing out the befter, in these minute
works. 1f you chgosc to give up the smoothness of the
paper, you may fix the penciling, by soaking it in skim
milk, for a quarter of an bour ; then draw it carefully out
of the milk, and let jf lay .aslant, to dry gradually,
moviug it scmetiies to prevent its sticking to the surface
you dry it on: this must not be hot pressed again, as in
that case the penciling will aga be hable to rub out.
You will find it require practice and siudy to make this
information of much service. One cannot write a recipe
for producing a_fine picture, glthough it is casy enough to
explain a process: (METHODS ARE LIKE KEYS, THEY
SERVE TO4 OPEN DOORS, AND 8GO NO FURTHER).

* Be attentive, and have sufficient patience with yourself,
and remember your mqt‘to, “Perseverance.”
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.Lettér X.

Mapam,

WE as yet have only treated of copying, and
of that little more than the outline, which, as you im-
prove, will deserve to be finished with more permanent
materials than chalks or pencil.

The most common, and perhaps the most useful of the
water-colour class, is Indian ink—a fine deep black, which
can be varied with water, through every degree of shade, till
it falls imperceptibly into light : there 1s not any compo-
sition equal to it, for the general purpose of shading. It
is much counterfeited, but may be detected. The true
China ink will break to almost a polished surface, and is
moderately scented with musk. The counterfeits generally
overdo this ; and others neglect it altogether. The true ink
is the blackest when brought to a deep shade; but in
the fainter shades inclines to brown. The counterfeits
have more substance towatds thé deep.shades than the
geuuine.

The true, preserves a greater degree of transparency
than the other.

To use Indian ink convemently, you should provide
yourself with a slab of earthenwarc, or marble, with five
dells, to hold the various tints: the largest is to contain
pure water ; and therg is, generally, one long dell to rub
the ink in: the other three are for three gradatlons of
shade, which you should prepate with nice attention,
making the quantity of each fully sufficient to serve
throughout one seasan of your study. These threc degrees
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of shade, with the portidn you first rub up (which should
be as strong a black as the ink can proguce), will give you
four distinct shades ; which, with that ingenufty requisite
for a hope of success, you may, by due practice, adapt
to all the shades attainable from this material ; using
various sized camel-hair pencils, according to the breadths
you have to lay. The too common practice of putting the
hair pencils into the mouth must arise from absence of
mind ; because so disagreeable and unwholesome a prac-
tice will not bear a thought—use ¢rying paper to bring it
to a proper point.

GENERAL RULES TO BE OBSERVED IN SHADING.

RULE 1.

The greatest distance in an open scene, with a clear sky,
will always be the palest.
. 2.
The greatest distance, in an inclosed scene, will always
be the darkest.
3.
The nearest objects, or those in the foreground of an
open scene, will have the darkest shades.

4. .

Objects in the foregr(fund of an closed scene, such as
the entrance of a cavern, or any ‘other recess from the
Jopen light, gill have the same degree of dark shade, as
obJects in the foreground of an entire open scene : because
the dark distance, or back ground, is accidental, and will
not effect them ; although they will appear to have fainter
shades than objects opposed to an opeh scene.
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5. ‘

To adapt the picture to the power and properties of the
eye, you must, on all occasions, lay as tender, gradual,
and imperceptible a shade as possible, at cach corner of a
square or oblong drawing, blending it $weetly off towards
the point of sight, so as to give the surface a concave
appearance. The same should be done towards the mar-
gin of a circular drawing ; always sccuring this natural
concave effect, before you commence your work on the
detail of the absolute scencry ; after which you may pro-
ceed in the same manner you would have done, had you
not been aware of this optical operation.

6. ,
Always begin with the pale tint on the sky and distant
masses of shade; and, as you approach the foreground,

increase the depth of the tint, obscrving to be light enough
at first.

« 7o ,

When you require additional strength of shade, do
not take a darker tint for that purpose, but repeat the use
of the original tint; strengthening the shades of all the
various degrees of distance with its own tint, or the object
will press too forward.*

Ck

Pay no attention to the reflected lights, which always
fall on such parts as are out of the influence of the prin-'
cipal light, when first luying on the broud masses o"
shade, as the first lays should not be darker than those
reflections : if this iv properly observed, you will produce
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sll the reflected ]ight.s by your next process; that of
increasing the shadeof those parts which arg entirely out
of the influence of both light and reflection (in all their
various degrees of distance); recollecting, that although no
light falls on them, they must not be made durker than
suits the distance in which they lay ; because the law of the
1st rule given, remains in force. It is the intermediate
atmospheric matter, and the decreasing power of sight,
according to distance, which prevents your seeing such
parts as dark as in the foreground.

9.

Your next regard must be to those shades where Zight
and particular reflection are absent ; but where some ge-
neral reflection has iflucnce enough to render the part
lighter than those entirely devoid of either light or reflec-
tion. This, with ‘rule 8, produces the reflections, by
leaving them.

10.

Parts which aré stron.g]y ref;ected on by a light mass,
are very deceiving to young copyists ; they generally mistake
such reflections for lights, and leave them much too strong.
To prove the great difference between such parts as receive
the pure light, and those which arc only reflected on by
the surface which receives s light from the first cause,
make a cylinder of white card or paper, and lay one side
towards thes light, on a sheet of white paper, then raise
*the sheet of paper on the shaded side of the cylinder, till
R makes the strongest );f.ﬂectlon possible, on the shade side
of it, and fix the shect of paper up by a book, or the like,
while you proceed on your expenment you must then take
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a card, or piece of smooth paper, the colour of the cylinder,
and hold its surface ir a line with the lightest' part, at one
end of the cylinder, and you will find them exactly alike ;
then keeping the surface of the card in the same direction,
move it back to the shade side of the cylinder, and you
will see, notwithstanding the force of the reflection, that
it will be many degrees darker than the card, with which
you conducted the light of the cylinder to this shaded side :
take care to place the cylinder not quite parallel to the
light, and make your experiment on that end which lays
nearest to the window, or light.

11.

Transparent bodics have the strength of their shadows
in exact proportion to their degrees of transparency, and
are liable to as much reflection as their opaque parts will
contain, as thus: the threads of fine muslin will receive
reflection ; but the reflection will of course pass through
the apertures between each thread, which occasions the
general effect of transparency, énd in.that degree, the
reflected light will be weakened; but with thin paper,
leaves of plants, and of flowers, there being no apertures,
the reflection will be as strong as on opaque bodies ; but
not so distinguishable as reflection, on account of the
transparency. . . '

To be able to discriminate between reflection and trans-
parency, according tqQ their true properties, will be found
a very great accomplishment, when engaged on such
subjects as require it: it may be sdr.ne source of retinement:
in your work, to be only aware of the distinction.

Transparent cylinders and globular bodies, such as the

¢
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stz1ks of some plants——tﬁe white currant, and grapes, re-
ceive a strong light through their bodies, w'hich settles
visible to our sight, on the convex or inner surface of that
part, which, but for their transparency, would be found the
darkest : this is often mistaken for reflection, and as often
liable to the instruction given in the tenth rule ; for, not-
withstanding the rich glow seen on the remote side, the breadth
of light on the origmally illuminated surface must always
govern in true degree, and will always contain a much
superior light.

12

-

Shadows of solid objects on level planes, are generally
about the same degree of depth with the shade side of the
object, exgept varied by some accidental reflection, (or
difference of the local colour between the object, and the
surfaceits shadow falls on); but this latter part of the excep-
tion must not be admitted under the head to which the
ruleis applicable, namely, light and shadow, independent
of colour; but it being a pecessyry point of consideration,
in distinguishing between shadow and colour, it may be of
due service to have made the remark.

13.

Respecting objects as they appear in the open air, with-
out immediate sunshine,®obserge, that although there will
be one lightest side, yet the general influence of surround-
ing light, whjch is reflection, may revger the shading (that
1s, the breadths of shade) very tender; however, sufficient
force will not be wanting to make a good and natural effect,
if the rules 8, 9, and 10, are truly followed: much ex-
periment and observation must accomphny them all.
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P.S. Compare these rules with the cffects you will frud
in good engravings after the best' masters, particularly
Claude, Lorraine, Rembrandt, and Teuiers.

14.

White, as a colour, will be white in every part of your
drawing ; with the general exception of the influence of
the 5th rule, and those parts of the white object which
are in any degree overshadowed.

Letter X1I.

Mapaw,

In the foregoing letter you have such general
rules of light, shade, and reflection, as will tend towards
forming the basis of sound criticism ir, your mind ; and, as
you now desire to study from statues, or what is termed
“ studying from the round,” my next endeavour shall be
to give you such inforpiation as will accelerate your
progress. '

Let your first essay be to imitate a perfect sphere, or
globe. Your model for this may be any plain globular
form, the larger the better.  You will perceive ouly one
point of white, for light ; and ﬁom that a tender grada-
tion of increasing shade, til¥ you arrive at that extreme of
shade, where the light loses all power, except what is
found from general leflection, or some particslar reflection,
which may arise beyond this shade! If you make several
studies from the globe, in different lights and distances, it
will confirm an acquaintance with the rules 1 have before

given you.
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"The best point of view that an object can be placed in,
for the most hatmoniors relievo, is, when about “ a quar-
ter part of the wholc is seen light, a quarter part dark, and
the remaining half middle tint.” This rule is given for
whole pictures, as well as a single figure.  You will find
it improving enough to set your figures in varions lights,
till it agrees with the rule. Proceed to study, in every stage
of your work, precisely according to the first information ;
with the additional help of the rules for shading. They,
although given under the head of Indian ink shading, will
be found a sure guide with any other niaterial.  Various
circumstances may render it necessary to deviate from the
above proportion of light, shade, and middle tint, ¢ which
genius can only dictate ;’ taking duc care to be fully con-
vinced, when you depart from a 1ule, that itis an improve-
ment according to REASON ; fancy being too nconsiderate
to assume this power.

Conviction, as to the most perfect effect, can only arise
out of delibcrate conclusions ; and the artist who takes a
sudden spring at “ a grace? beyoild the reach of his know-
ledge,” is as liable to disappointment, as a gumester who
risks his success on chance.

Letter XI1I.

Mapanm,

I suaLL accorfiplish a most important point if
I succeed in explaining, clearly, the proper means of treat-
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ing the overshadowing of both light and shade, as it s a
subject requiring ail your attention. .

Suppose you set a figure fair to the light, according to’
the directions given for that purpose in my last letter, and
finish a successful study from it. The table, you thus
set your figure on, should be covered with white, and your
batk ground should be the same, as well as the figure, for
this experiment ; that light, shade, and reflection, may not
be compounded with the various local colours of objects,
which would otherwise, most probably, surround and
affect it.  Perhaps, when you have made your drawing
completely to the model, you may imagine that a shadow
over the lower part of it might improve the effect of the
whole, asa picture ; and so proceed, as too many have, to
lay onc uniform tint over the part thus appoiuted for
shadow. DBut the truth cannot be produced by this trans-
parent tint, for it does not operate as a shade would ; it
only changes the complexion of the part it covers; the
original lights and shades all retaining their force piopor-
tionate to one -another, precisely as ‘the uutinted parts :
and you cannot produce the true overshadowed effect of
any part of a drawing, or picture, which had been pre-
viously finished to an unintercepted light, by such a trick.

If you would proteed according to the truth, you must
overshadow your subjecteat the commencement of your
“study, and follow all the changes of the effect produced
by the circumst#ace. You will do well to study t'he
difference of such effects, by experimental proofs, thus:—
Set up some plain object, or a figure, and copy it cum-
pletely as you see it; then shade over part of this copy
with one tint, or according to what I shall henceforth
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term the false shade ,-. then, without moving the original
object of your studys set up something which will cast as
much shadow on it as your false shade pretends to have
done on your first drawing. Copy this correctly, and then
compare the overshadowed parts of both drawings with
this last effect produced by your model, and you will have
satisfactory proof why I termed the first a false @ade;
and, inasmuch as you become convinced of the error of
such thoughtless dispatch, will your critical judgment be
improved. You will then see one of the great causes
of deficiency in the works of many of our contemporaries,
whose eminence, in many other parts of painting, might vie
with the painters of any age.

You should remark, that in absolute shade, or the en-
tire absnce of light and reflection, there could be no
variety of light and shade; and whatever beauty and va-
riety of folds, or articulations, may be found in the
light, will almost suddenly discontinue, where such a
shade meets them, and the shaded side would be a flat
breadth. 1 havemade this remark to an extreme that will
seldom happen ; but it is to warn you of the error of
shading, and marking folds or muscles, &c. too distinctly ;
when light, which is the distinguishing power,—or re-
Alection, which is its auxiliary, are materially absent: this
‘you should prove by ‘experwnental conviction, which is
absolutely necessary to your rightly comprehending the
force of my, advice. >

Now to return to the object which I advised you to
bvershado“;, observe, that the absolute shades, in the parts
which are overshadowed, are no darker than they were
before you overshadowed it, while all the originally light
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parts are in the same degree as the power of the onvmal
light is prevented. | . ‘

Whereas ah uniform tint, such as I hope is proved to
be a false shade, would increase the strength of the shades,
in the same degree as it shaded the light parts : it could
never produce the trausposcd effect of ‘an overshadowed
part,_upon any drawing or painting previously finished,
without having overshadow ed your object at the commence-
ment, for all such shades and reflections should begin and
proceced with the whole work.

If the overshadowed muscular forms, folds, and articu-
Iations, were left as flat in a picture, both with 1egard to
colour as well as shade, as they would positively appear in
many overshadowed parts in-nature, the beauty and force
of the whole might prove, that much of the learned labour
of some artists is employed to the dlsudvantagc of his
picivie; for il all the conspicuous parts are to be strictly
conformuble to nature, with regaid to" light, shade, re-
flcetion, and colour, it follows (in my mind) that all the
swbordinate pats should be stidicd, through all their
gradations, according with the same conformity, as they
would appear when associated with the leading figures and
circumstances of the same subject, and under the influ-
ence of the same h shade, and reflection ; instead of
vhich it too often h.lppuns that after studying a model
for the principal parts of a plcture the remamder is made
out by uuscientific rec ollectious and suppoutlons, expect-
ing to comvine one (vleal and pleasing effect"withouit the «
mechanical drudgery of inquiring after radical causes
through too great a conceit of competency.  Allow
me to wam you pgainst this pernicious sort of self-
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sufficiency, and to assure you that the beauty of your
compositions may be robbed of half theu; worth, by
substituting facts with unskilful ideas and harmonizing
faucies.

(It would be an informing experiment on the effects of
the different degrees of light, to separate the influences of
the first and the second lights of the hemisphere, by a
thin partition, of sufficient height and breadth, fixing one
side directly towards the sun, and place a figure or object
close enough to each side, that when the student takes a
station at the edge of the partition, he may see both
figures at one time; provided the reflections which might
arise from the power of the sun, on the shade side, could
be properly prevented. This might be practised on a
small scale, by setting up a sheet of pasteboard (or the
like) between two small figuies; but it should be done in
the open air, because the second, or reflected light,
within a room, is too feeble; and the one figure would
be too much in entire shade, mstead of a second light.)

P.S. As you proceed on youn study after the antique,
you must cultivate the best acquaintance with their dis-
tinguished pre-eminence over all modern examples, for
which T must refer you to critical application, and the
highly-qualified pens of those authors I have mentioned

in my eighth letter.
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‘Letter XIILI.

Mapaw,

Witn regard to the licences to be allowed in
painting, I shall give you my opiuion, ‘as one not in doubt
upon the subject.

Admitting, however, that an adventurer on new ground
is liable to the investigation of others; but if such are only
speculative critics, my opinion will remain unanswered.

Should philosophical demonstration prove me to be
either entirely mistaken, or too confined in my observations,
I shall not regret the result, because truth ought always to
triumph over error; and 1 shall have this apology for what
I advance, that my remarks arise from cool and deliberate
experiment ; and it is proper that you also should make
them subjects of scientific investiga'tion, that before you
submit to me as a guide, on the following points, you
may be clearly convinced of the soundness of my con-
clusions. ! 6 .

First, that absolute dominion which is the natural
property of L1IGHT, must on no consideration whatever he
invaded by what is termed “ poetical licence.” For truth
caunot be advanced Dy false means; and as regaiding the
“ great style,” or what may be oonsidered the sublime, I
believe ““ perfection” to be one of its principal consti-
tuents; and it syrely must be admitted that truth is
indispensable in the pursuit of it: still a painter’s licencé,
or liberty, is amply sufficient for the successful accoms
plishment of the possible aims of genius.

The unbounde\l fields of imagination and invention,
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history, poetry, and riature, are all dedicated to his use:
he is at libeity to choose the most interesting subject, and
introduce such an association of objects as“4may best suit
his purpose ; in doing which, should he commit himself
to the censure of critics of this department, I leave the
case between thém, and abide by my subject; namely, a
rational objection to the libertics taken with light.

After a painter has designed his whole subject to his
satisfaction,—the liberty of choosing freely both scene and
scason as to light, and its operations and consequences,
must be- granted; which, once determined, and genius
having hereby prescribed to herself laws, must throughout
the whole work remain subject to them; and, notwith-
standing the magical and harmonious powers of those who
have suceeeded in rendering error pleasing, still light and
its consequences ( shade and reflection) should never be
tampered with, but on all occasions should be implicitly.
obeyed.

This may be sufficiently proved by modelling your
subject, and plaeing it W a sultable light.

It is worthy serious attention, to consider how very
different the light, shade, retlection, and colours of an
object would appear in an open landscape, or on the
clouds, or water, to what it mygt in an artist’s painting
room ; yet how commen it ig for them to mnake the design,
whatever be the intended scene, or back-ground, and then
set figures; draperies, 8c. to the light of a small high
window ; copying too faithfully to stand a chance of unity

s with (perhaps) the heavenly scene chosen for the subject.

. They do well who endeavour to remedy these unsociable

circumstauces, by placing such ligits and colours round
E2
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about the object as may best tend ‘to produce the desired
effect : this insures a certain degree of, concotdance, which
if they are happy enough to imitate, they will be amply
rewarded for their obedience to THAT PowEer which is
superior to all controul, and its effects are as much above
improvement as its cause surpasses the power of compre-
hension. Let it be recollected that there is no objection
to a painter’s choosing an appropriate light, or even lights,
to paint by (not Lo paint, because he is not possessed of
any material Zight enough); and modifying their powers
and shades, by harmonizing reflections consonant to his
idea of what is best adapted to his subject. It is his
rebellion against, or inattention to, this power, after having
placed himself under its dominion, which is the objectional
point; i which should he persevere, his designs, com-
positions, and expressions, his contours, characters, and
costumes, may be admirable ; but his effect will be wrong,
and as wanting in sublimity as of truth and unity.

There is always something pleasing, and often sur~
prising, in a natural effect’ the vulgar ave delighted they
know not why, while the accomplished connoisseur pays
the willing tribute of encomiums due to intrinsic merit. -

Reflection, and its effects, may be imitated: light
cannot. It is a vain fapcy, and an amusing delusion, to
endeavour to represent that L,1¢HT (which causes the lights
and shades of the scene or subject of your study ; such as
a moon-light, candle,, or torch-light; and, chiefly, the sun
above the horizon.

When I consider what Claude, Rembrandt, Rubens,«
Vernet, Vanderncer, Schalken, Wright (of Derby), Turner,
&c. &c. have attempited, and how completely they have



149

succeeded m gammg the admiration of the most pro-
fessed conmoisseurs; I should hesitate to , advance the
remarks proposed, although founded on, and derived from
truth, were they not supported by the MORE SUCCESSFUL
examples of the. very SAME masters; insomuch as to
embolden me to assure you, that much as the spirit of
such enterprize may fascinate; a truly successful result
can never be accomplished, while’ the powers of a painter
are confined within the humble limits of wniTe and
BLACK pigments. ‘

Yet the works I have alluded to are charming ! —they
are captivating! Cool judgment is arrested by the glowing
harmony of Claude, the vigour of Rembrandt, and the
surprising effects produced by many other masters, on
similar subjects. Should it be asked, Are their effects
true? it may be ,answered by a question,— Who can
exceed them? The answer to this may safely be— ¢ No
one can surpass what has been produced by those great
men in this department ;” but all this does not overturn
my dogma, “ It is an eagle’s flight towards the moon,”
not fo it.

It requires but little science to prove that white is not
light, but it is an effect produced on a colourless object
by light; and, if you go to the®other extreme of the
painter’s gamut, you will fiuel that the black is not the .
utmost depth of darkness, but only the greatest possible
.opposite toewhiteness that can be produced on any sub-
statice, and between the limits of these MODERATE EX-
YREMES a sincere artist will confine his efforts, and never
use the seductive art of gaining fame .by a splendid error.
I, however, readily submit to the licence necessary for
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allegory, or symbolic painting : some intimation of light
may often be found ‘proper to the théme, and answer the
painter’s purpose completely as to the point of illustration,
but very little further.

There is another great licence taken, which in my
opinion is practised through a preference for gaiety rather
than truth, which is the introducing fwo opposite effects in
one picture.

I might here name many celcbrated paintings, as ex-
amples; but my views are to excite an endeavour to
remove errors, not to censure thosc from whom I must
have learnt some of the little I know, notwithstanding
my opinion in this particular.

We have often seen a picture representing the sun
setting, or near that position, generally and judici'(;usly kept
by rich tinted cloudsdelightful to the eye: this, of itself, is
as fine as genius and art could produce. But this fine
effect is often opposed by another: a portrait or group,
perhaps historical, or pogtic, is(. mtroduced in the fore-
ground; with a broad and pure light” on the parts to-
ecards us.

Now it is to be considered that there is no power iu the
east, when the on/y sun we have is setting in the west, to
enable a painter to produce the light which is so often
found on what you will’ undérstand to be this side of his
figures, when all the light there is in the hemisphere is
fast retiring on the ‘otker side: whereas, notwithstanding
the strong reflection which you may imagine from bright
clouds in the east, the eastern side ¢fall the objects in suc/l
a scene must and would be the darkest side. It has been
argued, that by intercepting the western influence by =
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wall, curtain, trank, or branches of a tree, or the like, the
eastern part of the hemisphere would convey sufficient
Light on the object; granted, if the western superior power
be entirely shut out. But the smallest admission of the
immediate and primitive cause of ALL the light which is in
the whole hemisphere will in ¢rutk render all the opposite
lights nothing more than reflection, and the lights produced
by this reflection on evern a white object, must be much
darker than the sun-set tints in the back ground.

Some paint a portrait by a light above the angle of 45
degrees, and make some advance towards unity, by giving
that sort of colouring to their back grounds, which the
sun, near his setting, may give to the opposite part of
the hemisphere : this certainly does suppose the figure
and its back ground to receive their light from the same
quarter ; but it should be considered still, that the figure
will tell you plainly (if well painted) that it reccived its
light from a power 45 degrees above the horizon, when
the background will at least « whlsp(,r to the contrary:
these Jarrmw convcrs:mo.ns m one party cannot be har-
mony.

Neither can I bring my reasoning power to allow, in
painting, light as a cause, aund its effect, both in one pic-
ture ; with the effect brighter than she cause. 1 may here
commit mysclf to the severitysof al} those who take excel-
Jence upon trust, and only look for a great name at the
scorner of a picture, to render candids investigation almost
a sin: I have beforc objected, in geucral terms, to the in-
troduction of any sort wf immediate light, as a cause for
any other lights in the same picture. “The flame of a
vandle, for instance, and the face of ‘an old woman sup-
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posed to be lighted by this cardle,” in so brilliant a
manner, as to give the flame the effect of any'light-coloured
matter, rathér than that which is introduced as the sole
cause of all the light in the picture.

The glittering on water is often painted liable to critical
exception. This at least requires thought.

Letter XIV.

Mapaw,

1 saALL now beg your attention to the con-
cluding observations on what belongs to the department
of mere light and shade, or that which can be effected by
black (in various degrees) on white ; or black and white,
on a middle tint, which in effect is the same.

The difference between the imitation of a white statue
and a figure in colours, by the simple materials, black on
white, requires the following thought. The first will only
have the pure shades and reﬂectxons ; the other must have
an additional tint, equal in depth with' the various local
colours on the figure : this constitutes one great perfection
in engraving ; and where the engraver has a just eye to
what they term colour, a surprising effect is produced:
this requires nice attetion and great practice. If you
should choose to copy 4 few sery good prints(perhaps after
Woollett, Strange, and Bartolozzi), you will experience
a proof of the advetage of comprehendingo this matter
clearly, especially if you can compare them with the
original painting. ‘ !

It may be proper to caution you against too black a
mauner in shading ; weighing the whole subject between
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the two scales of black and white; and, although the
corners of the foresground cannot ¢in obegience to op-
tical economy, see Letter X. Rule 5) be light, they
must never be so dark as to represent black, unless the
objects are absolutely so, in their own local colour.

T have observed the works of some artists of acknow-
ledged merit, wherein the force of shade was exhausted at
too great adistance from the fore-ground ; the consequence
of which is, they are obliged to submit to a pale, tame fore-
ground ; perhaps persuading themsclves (from a miscon-
struction of an observation made by Sir Jushua), ¢ That
nature, in her vast variety of changes and eflects, might
appear to sanction the circumstance.” But light, and vision,
have prescribed laws to the contrary; for it would unexcep-
tionably Kappen, that if your whole scene were composed
of colourless objeqts, their strongest shades would be in
the foreground,—and, whether coloured or not, the radical
law of light, and the effects of its absence, must continue
the same. .

The deep blackness of’ clouds, as a set-off to a portrait,
must be absurd; for were you to add a black hat to the
head, you would find a difficulty in procuring a shade
strong enough to detach the cloud to its reasonable dis-
tance. I have no objection to*dark back-grounds to
heads, but I think zrack A1 by p'ay-light irreconcileable
with reason. .

Perhaps oit may be well to repeat another remark
respecting the darkness of objects in the fore-ground.
It scldom happens inshe open air, that any of the local
colours of nature’s productions are entirely black ; yet we
too often see fore-grounds so black, thata painter would
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find great difficulty in introducing; aud properly disting
guishing, a black object on them: t¢ guard against this
error, pammt or sketch a black object near the base line,
as a kind of key uote, to govern the local colom of other
oljects.

When you have either blach or white to imitate, such as
the local colour of drapery, you must consider that bluck
drapery has its folds, and, vonscquently, shades, wlich can
only be produced wifh blacl ; you nmust, therefor, in con-
formity to the power of ficht, make the general col wr
consicerably highter than bluck, that you miay e cuubled
to make out the forms you wish, by shading with 6lack.

With regard to while, if you cun have only white for the
high lights of white drapery, you must, of coutse, lower the
mass of white with a neutral clear greyish tiut,’ so as to
preserve the whole according to the tgue effect of white
drapery ; as then it is in a state to reccive those additional
shadings, which model the form, the points of lace, or the
hems of white drapery, and thtse only when the Lght is
full on them, being all that can &dumit the touch of pure
white.

It will be proper for you to habituate yourself to study
after nature, entirely regardless of colour, till you find
yourself famniliar with tite wrt of drawing, and the integrity
of light, shade, aud réflectien ; it the practice of which
you will never have occasion to deviate from the priuci-
ples of the few rulestI have given you, as rqdical;. and
that in the strictest acceptation of the term, as the fruils '
of all you do must depend, ou that general construction oft
system, which frue gemus only can define by practice.

Often call to mind and coustantly practise according to
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the mstructlon T have «wen you in myifth letter, ensuring
the right situation of cevery thing you svould study , OF you
may use time and labour to no good purpose consider
how mortifying it would be to you, after having taken great
pains, and finely succceded in drawing some considerable
part of a picture, to find it out of its proper place, or
one part disproportionate to another.

It must be remembered, as your first consideration of
colour, that all reflections are of a warmish hue ; and all
parts which retire obliquely from your eye, and from the
light, are of a bluer, or colder hue, than the general shade :
a careful attention to this in finishing drawings from plas-
ter-of-Paris figures, or white marble, will add greatly to the
effect—either in chalk, water, or oil ; indeed, there shounld
be no allowance made for different materials, a true effect
being always required.

Letter XV.

Mapawm,

I morE you. are fware’ of the necessity of
practice—the hand must be made familiarly acquainted with
she part whith a scientific mind will doutinually require it
tg act. How painful has it ofien been to me to see a pen-
cil in the hand of an enlfghtened amateur, totally incapable
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of obeying the dictates of refined taste and first-rate judg-
ment for want of this. < '

Nothing can be produced without the equal union of
the mental and mechanical means.

As your knowledge increases, let your practice im-
prove.

Decide on what is proper to be the subjects of your
study from the most beautiful and interesting productions
of Nature and Art, and acquire a certainty of hand by
deliberate attention to the natural properties of each indi-
vidual object : this will prevent that sort of conclusion
which is the parent of ‘MaANNER.” Lect every thing have
its own peculiarity, that there may be no room for your’s,
and endeavour to make it appear that Nature made the
picture. This will require all your powers, ‘fully disci-
plined ; and be assured, any hasty advance without them,
presents no better a figure to my imagination than a
“ blind man running a race.”

I may reasonably hope you wili govern your progress,
by advancing with collected deliberation, that you may not
have occasion to retreat for want of assistance.

The memory is an inexhaustible resource ; it may, how-
ever, be a fair excuse with some to plead a bad memory,
and it would not onlyebe too severe, but untrue to say,
all have equal powers ta cultivate and improve their
natural faculties so as to become qualified to perform
works of distinguisked merit. Yet the memory is too,
often blamed for suffering that to have escaped her, which
m truth she was never properly.put in possession of.
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And how vainly the idle take shelter under a very pretty
conclusion of “ Pope's,” that

“ Where Beams of warm imagination play,
“ The Memary'’s soft figures melt away.”

There is a degree of impiety in pleading a want of
faculties, when the real want is proper industry to make
right use of them. The well received materials most
proper for the furniture of the memory, may be compared
with the well-disciplined reserve of an army, which,
although unemployed while the powers appointed are
action, do not retreat or ““ melt away,” but are ever ready
to advance tg their object, and are therefore, alike, unfairly
censured as deficient, because unemployed.

Those who are blegsed with clear intellects, and with the
virtue of cultivating the knowledge requisite to their par-
ticular pursuit, will not have occasion to accuse their
memories, but will readily refer to each element as occa-
sion may demand their aid.

.

Let then the Memory be well supplied,
As nought can flow where nothing swells the tide !

>
Some allow themselves to imdgine it good to undertake
great and difficult works, as stimulatives to investigation ;
I Mmust compare such, to “ one who juthps into the sea,
that he may be under the unecessity of trying to swim ;”
or Who launches out on @ voyage, without the theory of
navigation and the requisites for such an pndertaking.
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I knew a country builder, who began a house of a
considerable scale, “and when he wa$ asked his plan of the
whole, he answered, “ I camnot tell how to scttle so
much in my mind at once, we shall see how to dispose of
matters as we go on.” This may sucgeed with a certain
singularity of genius, but must not be considered a proper
system.

I have ventured these frite comparisons, on points
of the utmost consequence, with a view to fix them
on your memory, by their singularity, for it is the height
of absurdity to begin a work unless you know how you
should proceed.

Besides those books I have referred you to, for the ac-
complishment of your mind as a painter, you will find it
absolutely necessary to have a good Treatise on the Gre-
cian Orders of Architecture. T thisk Mr. P. Nicholson’s
work in 3 vols. ortavo, on this subject, completely adapted
to your purpose; as his explanations of the projection of
shadows will gzve you gieat lmProvement.

The Dmlonuu I have given on Perspective, may be
all you will require on that subject. Should you fecl incli-
nation, or occasion, for furtber knowledge, Malton (senr.)’s
is a complete body of the science, both in theory and ex-
ample. Mr. P. Nitholson’s also, will probably be a very
scientific treatise on the é‘ubject (judging faily by what
this accomplished author on perspective has already given
to the wotld in th¢ Encyclopedia, and hissown Architec-
tural Dictiovary). The Jesuit’s Perspective, and Kerby’s
Doctor Brook Taylor’s, are als¢ good, and will not only
confirmi you m the science, but convince you of the truth
of my Introduction.
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We shall next ascend to the study of colours ; but I can-
not encourage you to advance till you feel yourself suffi-
ciently conversant in the knowledge and reason, for both
the natural, geomeltrical, and perspective forms of objects,
not only as regards their shape or outling, but also their
shades and lg‘leLtIOIes, according with the peculiar influ-
ence of the light and distance, in which they present thein-
selves 1o your eye, which, the more you understand, the
areater will be your qualification to proceed.

END O THE FIRST PARY.
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ON COLOURS.

Letter XV1.

Mapam,

TUERE are many treatises on using paint, which
may help you to mix your tints with readiness, and assist in
the enlugement of your stock of knowledgé, perbaps
more than in the uscfuluess of it. If what I shall com-
municate on the subject should help to form your judg-
meut, so that you may take a scientific view of those sys-
tems, aud decide for yowrsel! rcspectmv their utility, I shall
have succeeded to my utmo% widh, '

Theie are but THREE (PRIMITIVE) COLOURS —
RED, YELLOW, and BLUE—which, by mixing half of each
two colours toycther, will produce three more—purple,
orunge, and green : these are also considered coLours,
but it nust be recolledted they arl not PRIMITIVE, being
pioduced by mixture, aund incapable of producing any
tint but what must bt a further remove from tke purity and
brilliancy of the primitive.

A proper guantity of each ofcthe three first colouts
will compose BLACx (by the mutual destruction of each
other’s power) when mixed; which, notwithstanding the
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ptismatic conglusions to the contrary, must, in my opinion,
be admitted by pa1¥TERS, as their Seventh.material, or
colour ; which, with the six before mentioned, by pro-
perly applying scparately, or variously mixing and tem-
pering to the light,or shade required, all the gradations of
colour to be found in nature (between black and white)
may be truly imitated.

The first great proof of the purity and seniority of the
three radical ov primilive colours is, that they cannot
possibly be re-produced by any compound of their own.

The sccoud sign of their originality is, that, although a
palpalble mixture of the three will produce black, an im-
palpable mixture will produce white, which can be proved
by dividing the area of a circle (Plate XVII. Fig. 2), into
three equal * portions, by 1ight lines from the centre to the
circumferent line, wnd colour each portion of the circle,
thus divided, with one of the primnitive colours, cach of
equal depth of tint. The top of a whipping or humining-
top, is an excellent means of wghing this problem, for on
spinning one thus coloure(f the appearance will be nearly
WIIITE.

The Iris might have been mentioned as the first and
greatest evidence of the supei-cminent powers of the
THREE principal colours, as they®evidently produce all
the others, by graduating and® mixfng in various degrees

of either one or the other of the three, in the spaces
2 L

o ” Sir Isaac'Newton has divided the iris into 360 equal parts:
giving Red 45 parts, Oratge <1, Yellow 48, Green 60, Blue 60,
Indigo 40, and Violet 80 parts. My dlagram is divided equally,
for the purpose of an easy experiment to young students.

M



162

between them, and on the outside extremities of both ‘the
red and the'blue, by vanishing into the neutral. To prove
this, draw the following figure, on a large sheet of card,
(Plate XVIL. Fig. 1.) Make first the largest circle the
card will admit ; and another, at about three inches dis-
tance, so much nearer the centre, and divide this space
into nineteen equal parts. The circle must be divided
into twenty-four equal parts, by right lines from the centre
to the circumference : by these divisions you will have a
geometrical guide to draw zigzag lines, as boundaries for
the three colours, taking care to leave a fifth part on the
. middle space for each colour uncrossed, that cach colour
may show itself pure, as in the diagram given for your
guide. The reason for mahing the spaces for the three
colours in this 2igzag form, is, that thereby they intersect
or mix with eachother, when put in very QuIcK motion on
its centre, and produce the green and orange tints on each
side the yellow; and the red will descend into the neutral
by a purple tint, which ‘will sufliciently appear on expe-
riment : the centre, and outer part of this diagram, must be
neutral colour. The whole should be drawn with pencil
only, that the lines may be rubbed away afteritis coloured,
as ink lines would destroy much of the effect when the
experiment is made. | , :

You may try another cxperiment i proof of the supe-
rior qualities of red, yellow, and Dlue, over all other
colours, (Plate XVIL. ¥ig. 3.) This scheme ‘is my own :— -
First draw a circle: then, with the same opening of the
compasses, set one foot on the circumferent line, and draw
a second circle; aind again, with oue foot of the com-
passes on the point where the two circles bisect, draw a

¢
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th’lrd:, cover ene whole circle with yellow, another red,
and the other with blue (letting each dry before you lay
the next); the colours intermixing by the equilateral inter-
section of the three circles, will produce greem, orange,
and purple; and fhe centre portion, taking all the three
colours, will be neutral of the black class, and nearly
black, according to the strength of the three separate
lays of the primitive colours. By this diagram you will
have a certain proof of the colours which are most adapted
to oppose each other, from which the knowledge of their
harmonizing properties may be derived. You will find a
primitive colour always opposite to a compound one ; as,
BLUE will be opposite orange, RED opposite green, and
YELLOW opposite purple.

If you strike a circle, Plate XVII. Fig. 4, and divide it
into twelve equal portions, by drawing lines from the centre
to the circumference, you will have a very full scale of
gradations, laying the three first coLoURrs at equilateral
distances, and the three figt miftures in the intermediate
spaces : then fill the remaining divisions by tints, composed
equally of those two colours which you find on each side
the space. Thus you have a regular compass of all the
major colours and tints, whereby you may see their de-
pendence on one another, as al.so the gradations by which
they become opposite in their qualitics of tone.

The radical properties of the three pnmmve colours are
eonfirmed by this established fact, that they mix in the
same order, ih the compounds of palpable colours, as in
the i iris, through all the gradations of any two together.

It is almost impossible to carry imstruction beyond
the basis laid down in this diagram, without a risk

M 2
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of confining a dijfident student \cithin ‘a system; but
as one general instance may awaken Yhe right mode
of inquiry, I shall advance it: thus, either of the three
principal colours, will stand forward in a picture,
by being opposed by compounds of the other two, agree-
able to the order they are found in the third and fourth
diagram ; and when either black or white are required
to form the principal mass in a picture, they may
be supported, or held conspicuous, by subordinate
masses of all the three colours, ingeniously and naturally
arranged ; either pure and separatc, or compounded,
agreeable to the light, shade, reflection, and distance, of
the object on which they aie found, as local.

From the certainty of what has been advanced, it ap-
pears reasonable that those who vse colours without a
scientific conformity to, or even an apprehension of a
system, must depend solely on the harmony of the eye,
knowing and feeling that when they are right, but unac-
quainted with that which wonld insuré them against a risk
of the contrary.

It may be ashed, if such is the extensive power of
THREE COLOURS only, why are we fumished with such a
great variety of paints? The auswer to this question,
satisfactorily, would give' the Inquirer some considerable
study. “The book which explains the nature of sub-
stances used in pa.nting,” is sold at ‘Taylor’s 4 rchitecturul
Library, Holborn. ’

It may suffice if I give the gzneral information ouhe
subject as a genel;al answer.

The three substances (except ultramarine) which produce
the primitive colours, and mix so prolific to all tints what-
soever, are not sg strong and durable (wheu mixed), as
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many natural and artificial productions of different colours;
these, therefore, are preferred, both as to their strength, and
as they save the trouble of compounding. Another great
reason is, the inferior colours are cheaper than the primitive.
It will be worth the study, if you inquire attentively
into the nature of your materials, by the means above
referred to, or as much deeper into the art of chemistry as
may suit your taste for such study; as the compass of my
undertaking will not admit of room to launch into all the
information necessary for an accomplished artist ; besides,
where a book is already extant, equal to the purpose, I
fulfil my engagement by directing you how to obtain it;
for it would require a complete Encyclopedia of Art, to
bring all that is requisite on the subject into one book.

Letter XVII.

Mabpawm,

THueorY can only show the entrance to that vastand
varied field of the art which comes under the dominion of
colour; or perhaps point out some few of the main roads
which arc most likely to forward ‘the student on his way
towards the attainment of a rational system.

To paintin water-colours, you must begin by shading or
»modelling the whole with a neutrd? tint, composed of
indigo and Indian red, which produce a charming, cool,
retiring colour; more® generally adapted to receive the
various local colours than any other.
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Whatever you can conceive to be in any degree shadow
may be done with this tint, not regarding the.colour of the
object; and cusing this neutral tint only, as the proper
representative of shade, which, you understand, means all
the various degrees of the absence of light, independent of
the additional force or depth which the ocal colour must
give when added: this will be sufficient caution to you
against doing too much of the picture with this tint; for,
when the effect of a colourless object is produced, with all
its proper force of light and shade (such as a finished
white marble statue), this neutral tint has completed its
part, except as a local tint, it may often suit the colour
as well as the form; as in clouds, water, and distance,
which makes it superior 1o Indian ink for the purpose of
dead colouring, as this first lay may be termed.,

The method of preparing and using this tint is pre-
cisely according with the direction given you for shading
with Indian iuk,—sec Letter X. Now, as the instruction
for adding the various colowrs of each object in the picture,
and also the general hue or tong of it, must depend on
circumstances, 1 can ouly proceed to general information,
which, if properly digested by practice and observation,
will, T hope, introduce you to a good system of reflection,
and l--nd you towards a true imitation of nature.

The first general distinction of colours, is by dividing
the circular diagram,' which m‘i'ght not improperly be
named the “painter's compass,” as explained in the six-
teenth letter (Plate "XVII. Fig. 4), into two equal parts,
upon that line which includes the yellow and cxcludes the
purple. And you will find all thé warm colours on the
red and yellow half of the ¢ compass,” and the cold on
the other.
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'I'he warm colours are adapted to advance, and the cold
are considered, as retiring colours, yet they all will suit a
forward position, whén pure, and prdperly supported ac-
cording to the illustration of the fourth diagram, page 164,
but will retire in various degrees towards the distant
ground, when used pale on the neutral tint, suited to the
intended distauce; and in 0/, by mixing white and neutral
enough to carry the colom off. This will be confined to
flat surfaces only, in a due degree of light, withqut glitter-
ing or reflection, producing this general ‘rule,—That the
greatest warmth or evidence of local colour will always be
found on the illuminated side of the object; and, as far as
a general rule can accompany genius, in vicws of natural
scenery, you will find that when looking fowards the light
(as for mstance a sun-setting effect), the distance, and sky,
will poseess most of the gaiety and warmth of your pallet,
with all the 4ght possiblc; and the fore-ground“will be
cool and sedate, and advance with increase of shade,
owing to the shady side of all objccts being towards you;
and in all broad masses, which Jay entirely out of the im-
mediate influence of the principal light, this will be strictly
the case, on account of the cool, secondary light of the
opposite part of the hemisphere.

It will be impossible to tell you what gradation of tints
will best accomplish such and sucn effects, owing to thé
rapid changes of the cluse:for gellow changes quickly
to orange, and will become pink; and then purple, in a
;short space of time deepening into infligo, on to the total
absence of all idea of colour: this gradation will be found
dn the edges of clouds, nccording to their apparent distance
from, and strength of the cavusk of the light on them;
and the plam atmosphere, or space seen Dehind such clouds,
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will graduate from colourless brightness ncar the horizow,
to ycliow, then pale green, on to blue,dill it fallsin with the
indigo, and, like the gradation Jjust mentioned, will at last
retire upwards into colourless shade, as night advances; so
that the nass of space, or plainsky, will derive its colours
and gradations of them, from the horizon to the zenith, ac-
cording to the airangement found in the blue half of the
rainbow; and the clouds will be illuminated with the
colours of the red half, including half the centre or yellow
portion ; in both instances,—beginning with yellow on the
horizon, and ascending gradually to the deepest colour of
each extreme of the bow, as under.

The Colours as they appear in the Rainbow.
Purple, | Red, | Orange, | Yellow, | Green, | Blue,s, Indigo.

Colou‘;hf the lighted parts of Gradation o f the colours on the

¢louds at sun-set. l space or clear atmosphere.
———— ,
Zenith, or Top of the Picture,
- o
¢ AN
Parple, Indigo,

Colours of tho lights on | Red, Biue, Gradations of the colour
the clouds, as corres- ) of the sky, as corres-
poudent with  the (" poudent with the cold
wurm half of the ins. | Orange, Green, half of the 1us.

. ¢
Yellow. Yellow.

-~
‘Horizon.
. .

Let it be recollected that this systematic association of"
colours, can only be found under gne particzilar circum
stunce of light and aérial medium combined; and is given
as a theme of study in the department of radical research,
sinder the full conviction, that the more that causes can be as-
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certained by such as arc possessed of adequate talent, the
more free and*powerful will their effects be displayed.

I shall therefore advance my further observations on sys-
tematic effects of light, aspect, and consequent colour, as
they appear to rest on any practical basis, from which ge-
nius may take flight upwards with some increase of cer-
tainty, that there is way towards the radiant realms of per-
fection, without groping through chaos.

Permit me now to call your attention to the effect which
would present itself to your study, by turning you back
towards the sun; then you will find the greatest distance to
be the coolest; and every object will brighten as it ap-
proaches the foreground, and will have their local colours
beightened by the power of the light dircctly on them, ex-
hibiting all the spirit and warmth of colour, as well as
strength of shade, on the nearest objects, according strictly
with the rule 1 have just before given.  You must recollect
what has been said on the subject of light, shade, and re-
flection, as they are general rules, and must bear their
parts as much in« paiuging as in a mere drawing without
colour. You must also conclude it reasonable, and will
prove it i nature, that as the two contrary effects I have no-
ticed, arise from a direct contrariety of cause; any view
to the right or left of either the one or the other, will have
their warm and bright 4parts oppasite the light, and the
shades, In quantity and tone, proportionate to the degrees
of ils absence, and the angle it makeg to the light.

With regard to the particular colours proper to each part
of your scene under those aspects, the circumstance alone
can dictate: if the objects are free from moisture, you
will have much more of their local 2olour than when wet
with dew or rain, because moisture gives a glassy surface,
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which returns reflections of the sky, &c. to your eye, ing
stead of the colour of the object. Therefore, in an effect
looking tewarls sun-setting with a wet landscape, you will
find the colours of the sky reflected strongly on the various
distances, according with the angle under which they come.
The most distant, would almost assume the colours of the
sky nearest the horizon ; and as your eye would advance to
nearer objects, the reflection of clouds or sky, at an equal
angle with that which yourray of sight would make on the
surface of them, would give their colour instead of the
local (see Dialogue on Rcflection, page 83, sixth line
from the bottom), and consequently would be colder, and
increasing darker, until you arrive at the base line of the
picture; the absolute glitterings of wet excepted. The
effect yon would have when .vicwing the opposite aspect,
under the same circumstances of wetness, would (as ] have
observed) rendcr the distance much lighter than in a dry land-
scape, which I conclude is owing to the power of the light
returned by glittering; and although the colouring would
advance towards the foreground, /ith a due degree of ge-
neral warmth and increase of local colour, yet the moisture
would have that cooling influence which the incidental
clouds woull convey, at their proper angle of reflections.

The remarhs 1 have made are rather to lead you into a
proper tain of observetion when studying nature, than a
presumption to give a law for colouring without. To
become an accomplished imitator of the beautv and har-
mony of the natwral effects of colour; vou will find it pro-
per to apply, frequently and studiously, to every pic-
turesque circumstance, which may tend to the improve-
ment of your p owers  The various seusons of the year,
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and times of the day—rhe storm, and calm—all have their
characteristic beauties and peculiarities, of equal import-
ance in the choice of a subject, and on which a whole
picture most materially depends for that unity of effect,
which no theory can explain, beyond the general scientific
principles of thé correspondence between causes and
their effects.

Letter XVIII.

Mapawm,

1 uavy hitherto treated of drawing (or outline),
light, shade, reflection, and colour, separately, for the sake
of progression, that you may be the better enabled to
collect the whole under one idea—that of complete
picture.

The outside line, cormctly dnderstood, is a most im-
portant point to accomplish; and light, shade, and re-
flection, are only the general continuation of it.

What the outside line, is to the apparent extreme edge of
the object, lights and shades are tg all the parts which lay
between them; evincing, by thair judiciously arranged
degrees of force or tenderness, all the projections or
recedings aj perfectly as the outside ljne, insomucth, that a

*sculptor might make a perfect model therefrom; and
thereby pro'ving, that the outline of the whole of every
part, is as nccessary to be conceived and expressed as the
outside line,—and, if perfectly accomplished by the com-
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bined truth of the means, an uni-ersal outline will be as
evident as in the complete statue,.or medel, which it
ought to beccorrect enough to produce; and the local
colour must so wunite with all other circumstances of
colour, reflection, &c. in this, as rather to improve the
effect than confuse it. ‘

I may surely venture to hope that what I have commu-
nicated (of each part in its place), will assist you in the
pursuit of your studies, and lead you to seek a good reason
for all the effects you would attempt: when I say good
reason, 1 wish you to understand that the wame
only of the greatest master may not be sufficient 1eason
for you to copy him. If you are asked why you oppose
purple to yellow, 1 hope you will have a much more
scientific’ answer than saymg, “ Because Vandyl e did so.”
Although it will be proper to caution you against doubting,
while you do not possess the science requisite, rather inquire
why they did so or so? to obtain the same good reason for
copying them, which they had for copyhig nature to that
perfection some few have uttaineg. .

To say more on the combination of all the separate parts
or means by which the whole¢ may be best produced, would
be binding you to that systematic foundation on, and from
which, gewius should rise with certainty. Look to nature
with the eye of art, of you can ngver hope to mitate her
beauties.

P. S. In answer to your query, respecting profiles:
Persons who think their profile outline to be' irregular or-
overmarked, have a great objection to having their portraits
thus painted, thinking that a front view may give a more
favourable picture, -vhich you must perceive cannot be a
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true one, if she proﬁle projections are not quite as evident
in the front view as when you see it in a direct profile:
to prove this, study the bust of our noble hero Wellington.
What point of view could soften or take off the evidence of
his having stronf-marked features, if all the parts and
articulations of the other forms of the face, as seen in the
model, were strictly attended to? You may take it for
granted, that the above prejudice originates, and belongs to
black-shade profiles only; and for my own judgment, I
must declare, 1 conceive that strong-marked features,
viewed in front, especially under a proper angle of light
and shade, may produce a less pleasing effect than profile;
particularly in female faces, in consequence of the bold
shadotws f their projections, while the profile may be so
placed, broad to the light, as to render the effect as
agreeable as the form could possibly admit. However, I
only offer my particular opinion on this, asa theme rather
than a law; and trust you will cultivate acquaintance with
those ideas which will give yOu satisfactory decision in all
you do.

Many ask a portrait painter why he paints with so high and ,
confined a light, and that ouly from one window, or aperture :
itis, by its hezght, intended to give a sufficient quautity of sha-
dow, to producc not only a more practical,hut poweyful effect
in the object of study.  And why hut ose window? because
integrity of light and of shadow, 1:. not only more sub-
stantial in etfc('t but much less ditficult to imitate. For
an experineeial proof—set a decanter of water on the
tabie, and study it from a painter’s light, and the operation
would be as simpie, and as petfecty as the nature of the
object would admit. Then open two or more windows, in
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addition to the painting window, and try anothcr stud_y
from the decenter; and you would find such a multiplica-
tion of lights, shades, and reflections, as to increase the
labour proportionate to the number of windows: and
after all, it would only be the picture of ‘the decanter, with
no improvement of effect for your trouble.

Here observe as a lesson, that the depth of shadow so
necessary 1o the best effect, must be studied with the nicest
attention to nature, as (perhaps I may say) ninety-nine out
of a hundred fail in the advantage offered them by an ap-
propriate situation of their model, through incorrectness
of shade and colour, and (Aat which should appear one of
the greatest merits of their work, becomes the ridicule of
the vulgar, as well as a just object of criticism to the
connoiseur.

ON MINIATURE PAINTING.
¢

Letter XIX.
Mapawm,

I sHALL now give you the copies I promised of
the two letters I wrote o my much-respected friend, Miss
‘W., on the subject of.mini?ture painting; in which you
must submit to some repetition of many points, with which
my foregoing comr:numcatlons must have made you
thoroughly acquainted. 1 have sometimes thought of
abridging them of what they contain of matters previously,
explained ; but have concluded that it will be more to the
purpose to repeat the whole as originally written, with a
design of gviug my system as complete as possible.
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"A very tolevable pamtmg in mmlature has been produced
by an amateur from an attentive apphcatlon tc, the following
letters, who had never before used a colour, and in the
specimen alluded to, had no other guide than a black and

white print. »

Tnstructions on Painting in Miniature,

IN LETTRS TO MISS W,

“Mapam,—I1 consider it due to your great attention,
and the honour you have done me by your improvement,
to give you this gencral memorandum of the whole
process, that you may not be at a loss in any material point
when you will have tinished your coursc of lessons, and
can practise without a master.

“The sheet ivory for miniature painting is to be had at
most of the water-colour shops,, and of ivory turners: the
best for the ])ur[)(;se is cl.car, frce from seams and white
marks (somewhat like what 1s called a mackarel sky): they
can be had any size within the diameter of an elephant’s
wooth. It is best to bleach the sheets, gradually, for a
month, in the sun: some boil them. They may be
brought to a good statc’to pdiut oi, in half an hour, by
placing them at a small distance from the fire. When a
sheet” of ivdry is sufficiently white, it will become in a
certain degree opaque, losing that oily transpuarency
which is its natural property. You must then scrape it,
with a sharp smooth-edged knife or scraper, till the saw
marks are cleared off, and the surface perfectly smooth.
Rub it with cuttle-fish till the polish is flattened, and, withs
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a large pencil-full of clear water, wash the surface, and
wipe it off tuukly with a very clean piece of linen or
cotton : or rubbing it with very clean India-rubber will
answer the purpose : it is then fit to paint on. Take great
care not to touch the surface afterward# with your fingers,
. as it might possibly impede the work, by rendering the
part you touch (perhaps) in some degree greasy. FEven
the imperceptible perspiration of the cleanest hand must
come under this character, and the caution must he stricily
observed, for 2o other reuson than the one given, although
an ill compliment to such a hund as I am endeavouring to
guide. When your ivory is prepared, cut a card, about
one inch longer and wider, to put it on, which you may fix
in a temporary manner, thus: — Lay the ivory cven on
the caid; make a penctl mail at each end of it; and
then cut four teeth, or aungular points, in the form
of a V, at the corners near the ends of this pencil
mark, quite through the card, pointing inwards, and finsh-
ing at the pencil line. €lide the ivory under these four
points of the card, and that will Lold it sccure till you have
made your drawing, which should be done on a piece of
wove paper, the size of the ivory. I generally lay it over
the ivory, by sliding it under the same teeth which holds it
to the card,—it 1s thus secure cenough to sketch on.

“ If you only wish to draw a bust or head, divide the
length of the ivory into three equal parts, and let the length of
the head be one of those parts ; and, to a person of middling
stature, place the chin or bottom of the face in the centre :
this gives half a head clear above ‘the head, and the length
of a head and onealf below, which you will find to fill
your ivory very proportionately, being careful to place the
chin higher or lower on the drawing, according to the stature
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of your subject, observing that it is always wrong to have the
face too low down. One-eighth part of the length of the
head, either above or Below the centre,%s nearly sufficient
for the tallest or.shortest person; that is, one B4th part of
your ivory : discretionary liberty must be granted in this.

“ When you have made a correct drawing on the paper,
and completely settled your composition in pencil, marked
strongly, raise the corners of the card, and ‘place the
drawing undcr the ivory, which will serve as an outline for
your painting, as the ivory will be transparent enough for

at purpose. Here you will have an advantage you
would uot have had, if your first sketch had been made on the
ivory—that of moving the paper drawing to that part of the
ivory you may wish; if, by incaution, you may not have
begun in thg centre.

“ To obtain the proper handling in miniature, it will
be good practice to topy in Indian ink, a few of the very
best engravings after sonie noble and worthy reputed cha-
racters, that you may not be perplexed with colours till you
can feel your ivory 8 ound and as soon as that is acquired,
you may begin pamtm *but 1 should uot advise studying
from the life, until you have made sowme copies alter the_
best paintings you can procure; and by all means, let
them be a life-size, after only guod »cin‘iezs, as copying
miniatures will give you a littie style, cspecially as there
are very few of much vllue, sxcept as to identity of re-
semblance ; aud as to manner of putting on the puint, it is
sonly worthy Your attention to kuow that it should be done
wnth great carc and delicacy, which practice and conviction
of what you have to do evill best produce. It may be proper
now to assure you, that there should be but one distinction

N
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between large and small pictures, namely, the differénce
of their size;” to prove which I have only to refer you to
Mr. Boune’s enamels after large piciures: they are the
finest miniatures we can conceive ; and if more is neces-
sary to be advanced in proof of this, s far as reguids the
size of a picture, I will ask what small original pictures,
“ generally cousidered,” are to be compared with the
engravings (after some of the largest pictures in the world)
by Sir R. Strange, Baitolozz, Woollett, Sharp, Heath,
Cardon, &c. &c. which, for size, must be classed with
miniatures /—Teniers, Ostade, Wouvermann, Rottenham-
mer, Wilkie, &c. prove, that the small dimensions of a
work ought not to lessen its hmportance ; for a good
mimature must contain all that a good life-size picture
should, except quantity, which L hope will settle your mind
as 1o sfyle, that you may proceed to the manner by which
a good miniature may be produced—if you can compose
and draw equal to such an undertaking.

“ It would be uncandid in me to proceed, without
assuring you that all I "can teach you, respecting the
progress of iuniature painting, will not enable you to
‘produce a good picture, in any degree beyond your abilities
for correct druawing. There is no power in colours to
Yender bad drawing pleasing; it must not only be well
drawp, but well characteriseq! ; ans a compctent knowledge
of the reasons for light, shades, and reflection, united with
a happy taste to arrange the whole to.the greatest
advautage. It is not imagined that these accomplish-
ments will shine out in perfect splendor in your first essay,
but they must ever be the ruling principle of your progress.
The mind must be bent on perfection, and you must not
turn your beginnings off with disgust, continually entering
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on"something ngw ; but ;tudiously and patiently correct and
complete whatever you begin to thé very best of your
abilities, which must not depend on your nes? wisiurs for
a lucky hit ;but acquired abiiity, through elementary appli-
cation, whereon alane certainty depends.  Please to under-
stand, my objection to your mahing mauny begiunings, at
once, does not extend to your sketch book, which may not
improperly be classed with the accountant’s waste book,
wherein you should not neglect to shetch any thought, or
circumstance, worthy a second consideration. Your shetch
book will be the siucerest ciitic ; showing what you cando,
and proving wherein you are defictent, thereby dirceting
you in the clearest manner to which of the elemnents you
should apply for improvement.

“ Now apmirTING you qualified, use fresh soft water,
and the gum water *should also be fresh, and the finest
water-colour cakes you can purchuse may be much im-
proved by re-grinding, for which you should be provided
with a glass slab, and muller, or levigator. Rub the cake on
the glass slab with' thin ghinwater, till you have discharged
as much colour from it as you choose; then grind it with the
muller for ten minutes (the strong bodied paints will
require more grinding than the lakes) ; take the colours off
¢he slab with a pallet knife, and place them on your pallet
in the following order, otany 8ther fou may choovse to adopt
with better reason :

Brown mad- Pink ditto. Carmine-

4
Vernillion. |Light red. |Indian red.

der lake. lake.
Sippia. ‘1;‘;:3; ]fc B';‘:Tl :;:‘: Raw ditto. | Gamboge. Yu:,lll:’:

Nap. Yell. | Black. | White. | Ultrama® | Pruss.blue.| Indigo.
| rine.

N, 2

\

“
-t @
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% Begin your painting on the ivory with' the utmost ct-
tention to correctness, not entirely relying on the sketch
you have Rehind; but reviewing and improving the
whole to a perfect likeness in this new outline, by
tender touches and masses of shadow : do not work too
wet, but bring the whole forward by hatching, which is
making light clear strokes with the pencil, somewhat in
the manner of line engraving ; and stippling, which is dott-
ing, and is generally practised most towards the finish of
the work. You must never let the pencil stop on the
ivory unless you would leave a solid spot of paint, which
is seldom required. This is to be done with a ncutral
tint, mixed of Indian red and indigo; but for flesh, ultra-
marine blue, and the madder lakes, will be finer. You
may draw and paint with this tint, till the whole of that
which you can consider shade is completed, paying very
little attention to the local colour or complexion of any
part, but aim at the effect of a plaster-of-Paris bust; ob-
serving, as you proceed, that the reflected parts may have
a thin warm tint of yellowish hse : raw terra de sienna is
agood general colour for this. 'This must be done with
the eye to nature, and a hand of caution ; aud all retiring
parts, or those surfaces which are seen in an oblique direc-
tion, will be colder than the other parts of the shading ;
that is to say, blucr, when you hpve the light side of your
subject towards you.

“ The neutral tintis a retiring colour : takegare to use it
sparingly and tenderly, recollecting that the local colour
added will decrease the light in a considerable degree. In.
marking th# forms of features and muscles, the neutral tint
should have more of red than blue, especially the lips ; for,
‘if youmodel too much.with a cold ¢int, yonwill not recover

S R
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thescoral of the lips. The nose and ears, being transparent,
will in some poi;zts of Jight have their ghadows of a deep
red : this depends on the circumstances of lighy and reflec-
tion, by which you must be directed.

“ As soon as you have produced a good likeness, as to
dead colouring, begm to cover the whole with the com-
plexion, both lights and shades, proceeding in a careful
tender manner : you will find light red, pink madder, well-
ground vermillion, and raw terra de sienna, equal to almost
all the local complexion you can conceive, when variously
applied as your subject dictates.

“ In very fair complexions the ultramarine will be found
necessary uear the iuner corners of the eyes, on the sides
of the nose, on the temples, and about the mouth, and in
all retiring Parts that are not under the influence of reflec-
tion. .

¢ Indian red (when fine) is a very useful and durable
colour, but, like vermillion, requires a delicate touch, it
being an embodied heavy colour, and should be used with
very little gum. Now bagin to® find your deeper shades
with a mixture of Indian-red, lake, and Indian-ink, attend-
ipg at the same time to brown or warm shade, and in-
crease the local colour, especially the darkest or deepest,
and settle all your high lights by deicate touches of “ fine
white,” as prepared frorg “ Hume’s, of Long Acre,” aud
to be had at most of the colour shops, ready for use like
the other cajes of colour. Observe to keep and use this
*colour very clean, and indeed all of them : use the purest
water you can obtain, and have a little thin clear gum,
rather using too little than too much, as it is hable to
injury from damp. I have habituated syself to forward the
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back ground and draperies immediately after this /st stege
of the likencss, or syhject, is in a sat{sfactory state, which
you will undgrstana to be when the whole appears tolerably
correct as to design, light, and stiade, but faint, like a very
pale impression of a slightly coloured print.

“ When you have cowpleted your design, the ivory
may be ecasily cut to a proper size and shape with
scissors, beginniag at the sides, and cutting with the grain
towards the ends; then gum the back ncar enough the
edge to prevent it rom tunning under the flesh, as that
would give a cold tinge.  Place it on a clean card the
instant it 1s guinmed, and put it under a smooth, and
sufficient weight to press till dry.  Professors have a small
screw press for the purpose.  Be careful to lay it between
two very smooth flat surfaces, in clean paper. ¢

“Takc cave,a hen painting from the L17E, or any absolute
model, to have a proper degree of shade and colour, placed
behind as a back ground, to give the best relief possible to
your subject ; some compound tint, approaching to neutral is
(in my opinion) most suitalfie ; bugon this point,geniustakes
a free commission, only observing, that if you paint a back
ground to your picture, darker than that which is rcally
opposed to your subject, and t/en study the flesh tint from
the life, while sitting as first proposed, you are lable to
colour and shade it as, . much darker than nature, as your
painted back ground is.

“ Now consider how little of any round olject presents
itself full to the lwht and to your eye, at the same tine’
that spaceis all which will require the pure local colour
and the eatreme points of projectibn in these, will shine
in some degree, and approach to whiteness: this is
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easily produced by scraping the colour off. The true and
peculiar form ‘of thege lights must be as nicely observed as
the shape of any of the features or shadows—under this
consideration, that perhaps a sculptor may, after the pic-
ture is finished, be employed to make a model of the same
subject; and you; picture may happen to be the only
means he can obtain for that purpose ; but a greater reason
for correctness may, and ought to govern your study—
truth and excellence demand your best on all occasions.

“ The true brilliancy, or natural effect of colours, de-
pends much on a judicious subordination to that light
which illuminates your subject.

“ Every gradation to shade is a gradation from the purity
of colours: this may intimate to you that carmine and
lakes wili*hot be fouud necessary in those parts; which
enable you to insure a greater certainty of the durability
of the colouring of your picture, becanse the less bril-
liant colours are much more permancnt than those of the
lake kind, and often form the tint required.

“ I have seen* a very natufal effect of flesh colour in
a miniature of a gentleman of a tolerable complexion,
declared (by the painter) to De entirely painted with In-
dian red, yellow ochre, and indigo only ; but yellow ochre
does not work pleasant, yet I haye experienced that much
may be done with thosg coloprs, epoughtudeed to secure a
durable 'vi_v:'agi_ty' of colour, when the more delicate tints
have fadeg. - .

¥ A speedy way of laying a colour for a dark cloth coat
is, to mix white enough with the colour you would use, to
make it dry to the lightest part of that colour; as thus, for
dark blue, mix Prussian blue and Indian red, with white, il
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it will flow like cream : lay this over the space you intesid
" for cloth, and it will dry light enough to shade on, with
indigo, lake, ¢nd Indian ink: the Indian red is requisite to
counteract the coldness of the blue. Indigo, Indian red,
and yellow ochre, will mix to a good black, which will
take some shadow by Indian ink used without gum water,
and afterwaids deepened with gum water only.  But the
most genwine way is to paint the whole in the transparent
manner of painting flesh. Yet many good inferior tints
may be produced proper for back grounds, with indigo,
Indian red, aud yellow ochre, by mixing them as a body
colour, and floating them on the ivory when laid flat,
which should remain so till the colour is dry ; and, as all
body colours dry different to their wet appearance, it is a
good piecaution to try the tint on a piece of spare ivory,
and dry it by the fire. .

“ Some painters put silver foil behind the ivory to force
a brightness, but the foil is liable to tarmish, and hurt the
effect. Perhaps great care might avoid the tarmshing of
the foil : it adds much to‘the brightness of the colours
under which it is placed. Some tint the ivory, behind the
parts where white drapery is to appear, with a neutral tint,
in order to take off the yellowness of the ivory ; but this is
not practised by the best painters. Their reason is, that
the ivo: y becomes opaque by fime,and shuts out the cffect
of the colour put behind, leaving the front, in the same
degree, meagre for want of it. There must qot be any
bits of paint seen on a miniature ; all must be delicate,
and as impalpable as possible, epduring the magnifying :
glass, and improving by the trial ; and if you can touch
so fine as to make tke working imperceptible, so much
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the better, if you pay ‘due attention to the greater requisites
of the work ; as smoothness (merely) is not a perfection,
unless accompanied with the rest. A Hirmingham tea-
tray has smoothness in the highest degree, produced by
varnishing and polishing ; yet what pictures do they
exhibit?  Their manufucturing expedition will not admit
of the time requisite to paint a good picture.

“ Always dctermine that your present work shall be
your very best, and wait patiently and attentively for the
completion of your picture, before you indulge your flat-
terers with the opportunity of praising you. It is an
intoxicating tribute, and should be received with great
caution. When application and experience have rendered
your essays worthy a geuuine compliment, your constitu-
tion for praise will be proof against many of its bad
effects. .

“In the early stage of your picture, do not be over
eager to make it look pretty with colvur ; but procecd
patiently with your neutral, qr modelling tint. This will
look cold, till you begif the complexion ; but when that
is properly added, you will find the neutial tint vanish, and
the whole will appear flesh : take care to preserve a cool- !
ness in the refiring parts, unless reflected on by a warm
colour. ’

“You may touch Droad%and general at first, to gain
your masses speedily ; but rather lean to the careful style,
and. freedem will arrive, in its proper time, as far as it is

' possible in, this minute sort of work ; for you must never
? expect to perform a haghly-finished picture spcedily. The
only possible means of gaining time,‘ is to learn what yoy
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have to do: with this sort of forecast much time may ba.
gained. T “ '

“ Habituate **ourself to look enough at your subject, to
learn to a certainty that your next touch will improve
your work ; and draw what you see, and as you see it, or
what you know to be, may deceive you. Tor mstance,
yon kuow the top of a wine glass to be a circle ; yet it
generally stands in a point of view to appear an oval ; but
this belongs to the science of perspective, which should be
cleaily understood before you can expect certain swccess in
any department of painting. When you have made your-
sclf thoroughly acquamted with the methods 1 have given,
and can practise accordingly, I shall see by your perform-
ance wherein cither the tutor or pupil is deficient, and will
make my remarks thereon the subject of another letter;
and remain, Madam, your obcdient servant.”

Letter X',X

“ MApawm,

“ ] ExPECTED the neutral tint would not meet
sour entire u;proval at first, as if is very difficult for a
young practitioncr to look on a fine complexion, &c.
without being drawn off from the cousideratign of a co-
lourless form; but if you can perscvere in preserving the '
three distinct properlie% in your subject separately (if only,
in idea), your work will Jfroceed systematically ; and if you

]
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wperfectly co:pprehend' that a true outline must be obtained,
aud that wmerc lights and shades areé not local colvours, and
also that fhe local colour must be gendbal in both light
and shade, 1 have no objection to your carrying all on
together ; but, in, my humble opinion, it is to be compared
with a young musician_attempting to play three parts at
once. Your queries about the colours of refl.ctions are
very pleasing proofs to me, that you think on what you do ;
and the vast variety on which they depend, admits only of
a general conclusion, in answer. You have already been
told that reflected parts are, in general, warm or yellowish;
and that retiring paits are generally cold or blueish : these
two would produce a tint of a greenish hue, but that they
will compound with the complexion ; which, like ail other
triple co't;lpounds. become to a certain degree neutralised ;
therefore, from the many circumstances which :uay occur
tovary any given rule,— cas'ni, prectice, and observation of
nature, must be your guide. Zhese are the pavisof u pirture
which depend ou the harmonizing power of the eye.  Geutus
must here find "proof 4rom 1eason, as no eficet can be
relicd on, where the cause is not clearly undeistood to
exist, and rest on a better origin than eithier fancy or even
uninvestigated examples: yet rather follow @+ /recom-
mended example, than doubt of object while your own
judgment is immature, and (With study) the know feds« of the
causc may unfold itself to your satisfaction as you ed.
“ Thatskind of faculty 1s necessary to sus 4&%14}
departmeyt of fine and harmouious colouring ¥ uh.m«q‘
reflected on, which is either natural or acqulug‘f W
cian who 1is master of the valN taste m;‘ I)ral t‘?ce
enable him to stop, or finger the strmgs, in_tune:’
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on a piano-forte, that facu]ty is fully provxded by the tuner
of the instrument.

“ I observe t"lat you leave the shading of the globe of
the eye, or that part which és white, too much so, and
unfinished : you must consider how small a portion of
absolute white would be found on a white globe; and
when you-attend to its overshadowed snuation, by the
thickness of the eye-lid, and the additionul shadow caused
by the eye-lash, you will find 1 impossible to have any
real white in a well-painted ese, except the glittering
reflection of the light, which will be but one speck, aud
must be placed with the utimost attentivn to the original.

“ In answer to your question, How must 1 paint white
drapery? I can assure you there will be a very small
portion of white puint: you must forne the whole by ten-
der delicate shading, with a cool ncutral tmt; and the
whiter you blcach your ivory the bctter, boih for this as
well as all other colours. Fhe reflec.ion tint, znd also the
retiring, must be used in white dlaper) and wher all is
nearly formed, touch the edges of an hem, or the poiuts of
 Jace, the highest lights on the shoulders and breasts, with
fine white; which, if done according to your model, will
produce a true effect of white drapery. Need 1 say,
heighten the [izhts on pearls with one speck each of the
hue white, and tle glit!cr‘ing of diafonds, gold, silver, or
satin ; tinting them afterwards to their peculiar effects with
=+ thin touch of suitable transparent colour. i

"« y o paint hair well is very easy, when compared with
the drawiag and composition of it.« This is one of the
great test of uue taste : the colours to be used in hair can

fﬂ\y b Cictated by its local colour, with this radieal
VA" 3%
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observation, that hair is.trausparent and glossy; all the
lights will be cold’; the absolute shades will be tempered
with the colour of the hair in a very A degree ; the
less absolute shades will have more hair colour; and the
parts which neither shine nor are in shadow, will be the
colour of the hair. These are the best directions I can
offer for a general rule ; but you must study these matters
according to the circumstances of light, shade, reflection,
and their own peculiaritics. The local colours which
commonly occur in hair, are, burnt umber, Vandyke
brown, and sippia, with various gradations of Indian ink,
brown madder, and indigo, as shade; Dbut reflection will
so affect any glossy matter, that all must be ascertained
by the aggompanying circumstances.

¢« Tt is not very good practice for a young student to
work on the flesh th the absence of the subject; but this
must be regulated by your own confidence in what you
know may be safely aud truly done, to forward the picture;
for instance, where time is an object, you may have
attained all your drawihg and shading by a bold, broad,
and open touch. In such a case, an experienced artist
would sit down to his work, and proceed 10 fill up all the *

spaces, uniting all to one agrccablu state, with the colour
or shading suited to each part, pre,parmtr his picture well
for the next visit. -

“ You wish to know how long a good miniature ought
to be on hand —I cannot give you ahy direct answer ; but
must say it is a question that uo painter ought to ask.
Patience, perseverance, and snflicient ability, yill complete
a picture in proper time. You mmt make up your mind
to this fact; that painting well, as it is one of the n;w
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rational and delightfyl amusements, will altvays remain
one of the most difficult : it may, p(*rlu;ps, in this respect,
be classed with such wonderful feats as dancing on a rope,
or standing on a horse’s back when in full speed, or the
like, requiting cxtraordinary erertion bdth to attain and
practise with success. Amdbition of ercellence, necessity,
or a natural impulse, must be the stimulus: I hope the
first and last of these you possess. Had T heen writing to
a geutleman, T might have observed that they are two
excellent spurs to Pegasus, and should conclude that a
bridle would also be requisite to restrain your muse to a
regular pace. 1If what has been communicated may be
the means of rendering your journey towards Parnassus
more easy and certain than it otherwise would bave been,
I should fcel the utmost satiafactimll, and shall ever

remain, .
¢ Madam,
“ Your obliged, obedient servant.”
Letter XX1.
Mapawm,

I should endeavour to comply with your de-
maud on the art of ‘painting in crayons, had hot the late |
M. Kussel superceded the best I could say on that sub-
ject, by ke publication of a complete treatise; notmonly~
of the art of-using, ,but also of making crayons, to which

%' think it best to refer you.
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. My practite in crayons has bgen chiefly on very
small} portraits, and effects of cvening jcenes, gene-
rally on vellum. I shall not withhold from you the
methods I have found to answer, as far as my experience
i this mode of bainting has qualified me; but by no
means would 1 be understood to offer it in lieu of the
work to which I have referred you.

My first care is toget good materials. The Swiss crayons
are (in general) the most pure. The vellum must have a
soft velvet-like nap, or smooth rpughness, on the outside
the skin, sufficient to hold the colour: this must be strained
tight, by tacking on a straining frame, on which should pre=
viously be pasted a piece of stout white drawing paper.
When the wgllum is strained, set it in the sun, or at a dis-
tance from the fire, to harden; then, with an elastic cane,
or the like, beat it well, to discharge all the whitening
which the manufacturers leave in it: this makes it take the
colours more plentifully, aud gives the dark ones their
full force.

I first draw my subject as correctly as I can with char-
coal ; touching very tenderly, or the vellum will take
the black too freely, und retain too much, if used
too boldly. When the drawing ig sufficiently marked,
I flap off as much of the.charcoal.a\p 1 can, and there will
still remain a very visible outline : I then begin the paint-
ing, by covennu all the darkest masses with the darkest
ynts; using s little of the crayon as posszble, and driving
or spreading® it with a leather stump, leaving no more
pgint on the part than sifficient to stain it (nearly) to the
depth and colour I wish; bearing ip mind all my ele-
inentary laws, respecting the proper effect as to light,
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shade, and colouring; and coveriné tbe whele vellum 4s
quickly as I can in the above manuer, to obtain gomewhat
of a general"ldea of what the picture is to be:, Thus,
having overcome the whiteness of the vellum, I gtoceed
to study the portrait, using (if a small picture) & neat-
pointed, hard-rolled paper stump; preServing the lights
broad and untouched, and marking the shade deep, but
very spare of crayon; thus I proceed till 4]l is tinctured,
rather than covered with paint; taking care to keep the
parts full as deep in the shades as can be required at the
finish, and the lights as bright and pure as possible, never
suffering a light tint to cover a part which must ultimately
be a shade, as that would produce a chalky effect. In
these small pictures, I can mark much of the drawing
(with a passable effcct of truth as to colour) with the hard
native black and red chalks. [There s a goadgeep black
composition, called Conti chalk, very useful in its proper
place.] I now begin to touch with the crayons, suflicienly
with regard to quantity, to cover the whole of the flesh as
near to nature as I can. )

I then carefully blend or sofien them together with my
finger, pressing a little, to fix the colour firm in the vel-
lum. ’

The stump must now be laid aside, as it rubs off the
colour. Take care that fie whole is just covered with
paint in the lights, and as sparingly as will cover in the
shade ; as it is a gréat accamplishment to arrive at the true
effect without a superabundance of coloyr. ,, '

If a wrong colour is laid, -it ean be scraped off very
safely, without i m_]urmg the vellum; then cut a hole in a
ppiece of writing paper, the shape of the place you would
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clan; lay it correctly over the part, and rub it with
crumbs of bread. »

When blending the colours, observe that he dark tints
rise through the light ones ; and, on the contrary, the light
tints will weaken, and always chill the colour of shades;
but this may be all turned to advantage by much practice,
and more reflection, 50 as to ascertain the desired effect.

A red tint of the pink class will clear any dirty part of
flesh; a tint of a light-greenish cast will take down red in
reflected parts, but must never touch the full lights of flesh.
If you regard the durability of your picture, paint with
such colours as are strongest in their original natural state:
ochres, umbers, and earths, both raw and burnt, are of
this descrip_tion, and agree best with the whitening with
which crayons should be made up. Fine genuine lamp
black is the only black that should be used in crayons.

The best white for the general mixture with all the
colours, is the flake, or uppermost strata of the whitening,
when it is in pulp, inlarge quanyties, at the manufactory,
ready for moulding, becaule all the gross and heavy matter
has precipitated towards the bottom.

Some think they procure this flake by dissolving a few
lumps of whitening: but it is inferior; because, after all
it is only the flake of an inferior strata. The pure first
Slake of the whole is wortly the trouble of applying for at
the manufactery. Hume's white might be used for entire
whzte, and sotne of the finest tints of the three pnm:lpal
colours may he embodied with it.

*The late Mr. Morlaid (father to the great genins of
that name) made the very best crayons ! ever possessed.

Sufficient grinding of all the colours is an importante

°
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object. They may be made up with vagious glutineus
liquids. Skim milk, small beer-wogf, and common gin,
are the threey generally used : the clearness of gin suits the
light tints.  Mr. Morland used giu as the best of the three
for the purpose. Beer-wort will do well enough for all
the darker tints. Practice and experiment are wanting in
this department, which I leave to the ingenious and indus-
trious, under the assistunce of the tieatise recommended.

Provided you make uo more usc of the following expe-
dient than just to ascertain the best manner of first laying
on the crayons, you may depend on its great efiicacy. 1
find this caution, asapology, proper; because the examples
1 shall propose, although (manufactured) from the works of
emincnt artists, are far below that perfection, as pictures,
which is wisely recommended for the proper *formation of
the best style, and are as much inferior to ultimate excel-
lence as the rough foundation stones of a pedestal are to
that out of which the statue should be formed; from which
I argue, that the proposed subject for im"tiuu being
intended as a sort of /'ou'ndu/ io1: only, on which futwe ex-
cellence may find a certain support, I shall forthwith
venture to shock the lofty taste of those who scorn pro-
gression; and, if I may so describe my ideas, * are
always jumping at the pinnacle.”

Paper printed in‘colows, for the hanging or ornament
of rooms, is printed with a ceitain number of blocks,
ingeniously matched, so as to complete a gertain effect;
each block performing its part by an impression of one of
the several colours required ingthe pattern: by which
means you obtamn. as perfect a representation as the asso-

wciation of the scveral separate tints can produce. There
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arg some productions of this sort, particularly of ripe fruit,

Sowers, &c. (bload bordeunu) of so good an effect, that I
have proved them 6 be an excellent Jirst key to using
crayons ; because each tint has its distinct shape, and can
be easily matched in a full set of crayons; which, with
their softcning property, may be finely blended together
with the finger, so as to produce at least a very finished
and pleasing effect. By copying some of these with
tolerable mechanical precision, and having learnt therefrom
how to arrange the first lays of colour, you will have
finished the foundation, and must proceed to the finest
specimens of painting, and of nature, to complete your
system.

With regard to painting in oil, T shall say little more
than refer you to the ouly book I thiuk adapted to give an
1dca of the systematic use of the materials—¢ Burdwell’s
Art of Painting in 0il Colours,” which is seld at Laurie
and Whittle’s, Fleet-strcet, (pice 1s. 6d.) will give any
one a very:pure and pioper method, who fegins with his
instruction. I knew systems of this sort are under the
prejudice of those who have previously habituated them-
selves to other modes; but so far as the choice of materials,
and the preparation and arrangemeut of them for the
pallet, and the application of them to the canvass; it may
be safely adopted in prcfc_rcnce. to the practice of those ;
whosc works would have been a lasting ornament of the
art, had their methods and materials bven better understood.
2 An old cxpeucnced artist (whose works are sufficient
eyidences of "the truth of bis testimony) assured me, that
spirtts of turpentine mixed with a very small portion of
good nut oil was the only velicle he, made use of in

o 2
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painting; which, when finished, had a dry calcareom
appearance ; but when varnished with mastic varnish, all
came forth with excellent effect, and-would neither crack
nor change colour except from the slow, but certain power
of time, on all similar materials.

A method discovered by Mr. Cornelius Varley, of pree
paring the resin called gum copal, as a vehicle to supercede
the use of oil, in painting, will shortly be made public.

The regular sizes of canvasses, and their technical names,
are as follow: for which I am obliged to Mr. Brown,
Primed Cloth Manufacturer and Colourman to Artists,
163, High Holborn.

Measures.

St in. St. in.
A whole length « « - - - - - 7 10 long byr4 10 wide.
A bishop’s half length - - - - 4 8 8 8
Common half length - - - - - 4 2 3 4
Small ditto ditto - - - - - 3 4 2 10}
Kit-cat - ------ «---3 0 2 4
Three-quarter size - - - . - 26 2 1
Head size -----+--- 2 0———1 8
Two smaller sizes = « = = { i gi——- ! :

Landscapes have nu settled dimensions, but are often
painted on the “ giveri size:,” placing them on their sides
instead of upright, as for portraits ; thus, on asking the
size of a landscape, a painter would answer, “ It is 2
whole length size, landscape way,” which, you are to un-
derstand to measure in length and- width according to the
measyre given under the head “ whole length.”
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« Whenever you woald make a small copy of a picture,
divide the ox’iginal ,by whole pumbers, so that the copy
may measure exactly one half, one third, fourth, fifth, sixth,
seventh, or eighth,§c., part of the original, both in height
and width, becauge a fractional size will not produce an
integral effect.

But should it be required
to copy some particular length
or width, the proportion to
the original may be perfectly |  N\o--ooooooeiin
obtained, by drawing a dia-
gonal right line, from one
corner at the top, to the :
opposite cprner at the bot- :
tom; then set up the given
length from the " bottom,
parallel to the side, or
width from the side, parallel
to the bottom, , till either

touches the diagonal, and fro'n that point the corresponding
width or length, will be truly determined.

gini,

J. Innes, Printer,
Wolls-street, Oxford-street, Ldndon.
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