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Preface

“What a word is Taste! What tomes, ponderous and light, have been written upon it!” John Eagles’ exclamation provides an appropriate epigraph to this collection of reviews and articles drawn from British periodicals in the period from 1849 to 1860. For the collection provides in a convenient and durable form some of the basic materials from which a study of taste in painting in the 1850s might be written. For the influence of periodical criticism on public taste seems to have been enormous. Eagles wrote that “ever since I was young there has been a cry and a craving, ‘tell us what we are to admire.’” The daily, weekly, monthly and quarterly periodicals of the day were quick to respond to that craving with reviews of exhibitions, extended discussions of individual painters and essays in art history. Most influential among the periodicals were of course the Times, the Athenaeum and Samuel Carter Hall’s Art-Journal, from 1839 to 1848 known as the Art-Union. But many other widely read periodicals, among them Punch, Fraser’s, Westminster Review, Blackwood’s, Quarterly Review and Edinburgh Review, featured articles on the artistic scene. So important had the essayists writing for these periodicals become by 1851 that Prince Albert devoted a portion of his address to the Royal Academy’s annual dinner that year to warning of their influence. Periodical criticism, the Prince saw, was demanded by the “great public, for the greater part wholly uneducated in art.” Unfortunately, the Prince went on, these art reviewers too often “strive to impress the public with a good idea of their own artistic knowledge, by the merciless manner” in which they savage the work of responsible and talented artists. The justice of the Prince’s remarks is all too evident in the pages of this collection. For while there is much criticism that is judicious and reasonable there is also a rhetorical excess in many of the attacks on offending artists and on other critics. The assaults on the Pre-Raphaelite Brotherhood and Lady Eastlake’s and H.F. Chorley’s attacks on John Ruskin are only the most notorious examples of a violent and unfair criticism found in many of the periodicals of the day.

Still, today’s reader will find much here of value. In these selections may be charted the first attacks on the Pre-Raphaelites and their ultimate vindication. The death of Turner provides the opportunity for several conscientious efforts to appraise the career of an artist most agreed was the supreme landscape painter in the English tradition. Attacks on Ruskin, as unfair and personal as they were, nevertheless reveal in outline the major aesthetic controversies of the day. Students of art history will notice with interest the first responses to the work of men such as Frith and Leighton who would play such a significant part in English painting later in the century. Those interested in the factors influencing the art created by women painters and sculptors will find interesting materials in the reviews printed here of exhibitions by the Society of Female Artists. Of concern to students of critical theory and art history alike will be the long extracts from reviews of annual exhibitions, reviews that yield a good sense of the implied aesthetic that seems to have been shared by artists and by the general public.

This anthology reprints sixty-nine articles drawn from fourteen different journals. A checklist compiled from a study of the relevant volumes of the Art-Journal and the Athenaeum and of articles identified in the three published volumes of the Wellesley Index will enable the interested reader to gain access to approximately five hundred additional articles.

Oberlin College provided several small research grants which enabled me to work at libraries at Yale, Harvard, the University of California, Berkeley, and the University of Michigan Graduate Library. I would like to acknowledge as well the support and example of my colleagues Larry Buell, Robert Longsworth, Carl Peterson, Robert Pierce and David Young.


Introduction

The Athenaeum’s reviewer of the 1849 exhibition at the Royal Academy was confident that British art as evidenced in the 1,350 works of painting and sculpture on display could be “matched by no other modern Exhibition in Europe” [p. 3]. This happy state of affairs could be credited at least in part to the assumption of the obligations of patronage by merchants, manufacturers and traders. While portraiture was continuing its “annual degeneracy” and history paintings, long the preferred species of “high art,” were few, there was ample evidence of established and young artists alike “expatiating in the field of the imagination.”

Two of these younger artists were singled out for special comment. Paintings by J.E. Millais and Holman Hunt showed much “ability and spirit” but, the reviewer warned rather sternly, their excellencies were “mixed up with so much that is obsolete and dead in practice, that some remark is demanded on a system whose tendency may be hurtful to our growing artists and to our school” [p. 12]. With this assessment, albeit a rather gentle and balanced one, one of the most lively controversies of the 1850s had begun.

For the two young men singled out for discussion were members of an informal group of seven who in 1848 had called themselves the Pre-Raphaelite Brotherhood. Six were artists of widely varying degrees of ability: Dante Gabriel Rossetti, John Everett Millais, William Holman Hunt, F.G. Stephens, Thomas Woolner and James Collinson. The seventh member, William Michael Rossetti, was chief apologist and propagandist for the group. It was he who served as secretary for the Brotherhood and as editor of The Germ, a periodical devoted to explaining and defending the new art.

Frederic Stephens offered a succinct definition of the aims of the Brotherhood in an article published in The Germ in February of 1850. The Pre-Raphaelites, he insisted, were part of an attempt in contemporary art “to lead the taste of the public into a new channel by producing pure transcripts and faithful studies from nature, instead of conventionalities and feeble reminiscences from the Old Masters” [p. 41]. The contempt for conventional taste which preferred Sir George Beaumont’s beloved “brown fiddle” landscapes to fresh and accurate studies of the natural world is ridiculed in another Germ article:


The Public are taught to look with delight upon murky old masters, with dismally demoniac trees, and dull waters of lead, colourless and like ice. . . . Thousands are given for uncomfortable Dutch sun-lights; but if you are shown a transcript of day itself, with the purple shadow upon the mountains, and across the still lake, you know nothing of it because your fathers never bought such [pp. 72–73].



The traditional landscape, modelled on the example of Claude and Poussin, taught artists and the public alike “to think of nature, as seen through other men’s eyes, without any reference to [their] own original powers of perception” [p. 73]. In history painting there must be the same exercise of the unprejudiced eye when looking at the human form. This liberation from traditional ways of seeing involved as well, Ford Madox Brown argued, certain moral qualities such as “purity of feeling” and “utter simplicity of heart.” Debased modern art, by contrast, shows a “voluptuousness” and “sensuality of mind” [p. 46].

As might be expected, such claims expressed in such language brought a reaction. The Athenaeum began its 1850 review of the Royal Academy exhibition with an almost hysterical attack upon Pre-Raphaelitism, this new “Art-idol set up with visible deformity as its attribute” [p. 101]. Properly finding in the work of the Brotherhood the influence of the German Nazarenes, the Athenaeum charged that the young revolutionaries were seeking only notoriety: “Abruptness, singularity, uncouthness are the counters with which they play for fame. Their trick is, to defy the principles of beauty and the recognized axioms of taste” [p. 101].

Millais’ painting of the Holy Family, Christ in the House of His Parents was singled out for particular censure. The Athenaeum reviewer could only “recoil with loathing and disgust” [p. 102]. The Times found the painting “disgusting”; Punch declared that “the interest of this work is purely pathological.” Writing in Household Words, Charles Dickens found the subject matter of Pre-Raphaelite painting “mean, odious, repulsive, and revolting” [p. 107]. Millais’ painting he described in this way:


You behold the interior of a carpenter’s shop. In the foreground of that carpenter’s shop is a hideous, wry-necked, blubbering, red-headed boy, in a bed-gown; who appears to have received a poke in the hand, from the stick of another boy with whom he has been playing in an adjacent gutter, and to be holding it up for the contemplation of a kneeling woman, so horrible in her ugliness, that (supposing it were possible for any human creature to exist for a moment with that dislocated throat) she would stand out from the rest of the company as a Monster, in the vilest cabaret in France, or the lowest ginshop in England [pp. 107–108].



The Pre-Raphaelite artists were not without their defenders. Members of the Academy were generally sympathetic and critics such as R.N. Wornum writing in the influential Art-Journal could still praise their work and the artists’ “recourse to the higher realms of sentiment for their subjects” [p. 117]. Paradoxically, it was the defense of the Brotherhood by John Ruskin which kept the controversy alive. Ruskin’s defense was first published as two letters to the Times and later appeared in expanded form as Pre-Raphaelitism in August of 1851. A review of this pamphlet in the Athenaeum ridiculed Ruskin’s move from “Turner-olatry” to the “canonization of St. Millais and other Pre-Raphaelites” [p. 173]. Ruskin had missed, the Athenaeum charged, that very sensuality of mind in the Pre-Raphaelites, which they had deplored in modern art. Of Millais’ Mariana the reviewer commented,


What right has weary Mariana, when about to yawn till her back breaks, to that lovely blue velvet petticoat of hers? There is nothing Spartan, heroic, self-sacrificing, or otherwise exalted as to motive, surely, in the Pre-Raphaelites’ desperate love for fine clothes [p. 174].



Attention was diverted from the Pre-Raphaelite controversy late in 1851 by the death of what the Athenaeum called “the great landscape painter of his age and country” [p. 183], J.M.W. Turner. While several obituary notices warned that the present generation was “too close to his pictures to see them in their right aspect” [p. 191], most assessments of his career confidently asserted Turner’s importance but deplored the eccentricities of the latter part of his career. The Athenaeum warned would-be collectors of Turner’s work that they should seek out “a picture of a period before 1820” [p. 186]. The Art-Journal, while praising Turner’s “vast and comprehensive mind,” retreated baffled from the later works, hazarding a guess that “Turner’s mind was too poetically constituted to permit him to treat even the most common-place theme in a common way” [p. 192]. Responses to an exhibit of Turner’s works at Marlborough House five years later suggest that doubts about Turner’s place as the supreme landscape painter in the English tradition had disappeared. The Athenaeum called the exhibition “an epoch in English Art” [p. 522]; the Art-Journal found his works “of such surprising power that they cannot be too highly rated” [p. 529]. A distaste for the later works was, however, still present. The Athenaeum reviewer, bored by “incessant white blazes of light,” longed at last “for plain John Constable’s dew-dashed fields” [p. 526].

In a review of the Royal Academy exhibition of 1852 the Athenaeum linked Turner to the Pre-Raphaelites, arguing that their minute attention to detail in landscape is to a degree a reaction against “ultra-Turnerism” “which left too much to the imagination, and only shadowed forth what might and ought to have been better expressed by outline and detail” [p. 212]. As this remark suggests, critics were more willing by the spring of 1852 to find some value in the influence the Brotherhood was having on English painting; Fraser’s went so far as to applaud the “purer and nobler creations” members of the Brotherhood had recently exhibited. In an influential essay published in 1852 David Masson found in the notices for the May exhibition “a complete change”; to Masson the change was “a triumph of the Pre-Raphaelite principle, and a reward of Pre-Raphaelite perseverance” [p. 237]. Masson’s essay identifies the nature of these principles: a turning to the detailed rendering of the “literal forms” of nature, a reassertion of “the claims of painting to take rank as a high imaginative or poetic art” [p. 225], “a kind of contempt for all pre-established ideas of beauty” [p. 227], and a “studied quaintness of thought” [p. 229]. Their importance in the history of English art for Masson stems from their calling “attention to the fact that what is teachable in the art of painting, is the habit of patient observation and the power of correct imitation” [p. 244]. Fraser’s Magazine praised the success of the Brotherhood’s “startling revolution”: “The very storm they raised, like thunder, cleared the air” [p. 258].

Masson had called Ruskin’s “generous intervention” on behalf of the Pre-Raphaelites a deciding factor in the shift of critical opinion in their favor [p. 237]. Few of Ruskin’s fellow critics were so appreciative. Articles on Ruskin appearing in 1855 and 1856 show an astonishing hostility to Ruskin’s work and influence. His Academy Notes were attacked with virulence; the Art-Journal found in them “a perfection of charlatanism” [p. 327]. Lady Eastlake, noting that the language of Ruskin’s criticism in his Notes showed a “reckless virulence” [p. 374] argued that he had “forfeited all title to courtesy” [p. 373] She went on to press a detailed attack on Ruskin’s writings and on his character. Readers with some knowledge of the reasons for the annulment of Ruskin’s marriage would not have been slow to recognize the insinuations implicit in Lady Eastlake’s attack. Ruskin’s writings show “all the qualities of premature old age—its coldness, callousness, and contraction” [p. 373]. Where in Ruskin’s work, she wrote, “do we find one spark of that love for man, woman, or child which is foremost among all the precepts and fruits of religion and morality” [p. 392]? Other journal attacks, while less personal, were equally ferocious. The Art-Journal ridiculed Ruskin’s “complacent egotism” [p. 425] and H.F. Chorley, crediting Ruskin’s fame to his adeptness at “hanging on to the skirts of a famous artist,” warned the young to guard against mistaking Ruskin’s “declamatory trash for substantial or stimulating food” [p. 455].

The young, in the person of William Morris and Edward Burne-Jones, came to Ruskin’s defense in an article published in the Oxford and Cambridge Magazine in June of 1856. Deploring the influence of Lady Eastlake’s “unkind spiteful review” [p. 474], the young men praised Ruskin as a “Luther of the arts” [p. 479]. George Richmond understood the impact of this Luther of young minds: his books “have awakened more thought, stimulated more study, and inspired more earnestness in landscape artists and lovers of landscape art than those of any man who has ever written in the English language” [p. 490].

By 1860 writers had tired of both the Ruskin controversy and of the seemingly endless debates over the Pre-Raphaelites. Millais had become an Associate of the Royal Academy in 1853, one of the youngest Associates in the Academy’s history. In 1860 Holman Hunt, whose Scapegoat had been ridiculed in 1856, found critical and public favor with his Finding of Our Saviour in the Temple; J.B. Atkinson declared it to be “the great picture of the season.” F.G. Stephens, admittedly a partisan observer, wrote that the triumph of Hunt’s picture would lead to an even greater Pre-Raphaelite influence on art, an influence that was already responsible for “the remarkable and inestimable advance that has of late years taken place in English art” [p. 716].

By 1860 the Pre-Raphaelites were not alone in finding public and critical favor. Women painters and sculptors were beginning to be taken seriously; the first exhibition of the Society of Female Artists in 1857 had been met with patronizing but generally favorable reviews. The Art-Journal felt “compelled to avow that Art had been taken up by the other sex with an earnestness of which we had no conception” [p. 581]. Other male artists exhibiting in 1860 had also won public favor. Frederic Leighton, who was to play so major a part in the history of art and taste later in the century, made an astonishing debut in 1855 with the exhibition of Cimabue’s Madonna Carried in Procession through the Streets of Florence. Praised by Ruskin as “very important and very beautiful,” the work was purchased for the royal collection by Prince Albert. W.P. Frith received a similar mark of royal favor in 1854 when his Ramsgate Sands, praised by the Athenaeum as “a very delightful picture” [p. 286] was purchased by the Queen. Interest in his 1858 Derby Day was so intense that the Academy had to set up a rail to protect the painting, the first time this had been done since 1822 when crowds had gathered to exclaim over Wilkie’s Chelsea Pensioners. The exhibition of 1860 brought promise of reputations yet to be made and of controversies to come. Observant critics at the 1860 exhibition were drawn to painting No. 598, titled At the Piano. The Times was reminded of Velasquez; Punch found it admirable. The young painter of the work, J.A.M. Whistler, had made a remarkable debut.
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Fairholt, F.W. “The Tombs of English Artists. No. 1.—William Etty, R.A.” A-J 20 (January) 12.
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Fairholt, F.W. “Tombs of English Artists. No. 6.—Sir Joshua Reynolds, P.R.A.” A-J 20 (July), 204.

Hamley, E.B. “Mr. Dusky’s Opinions on Art.” B 84 (July), 122–26.

Purton, William. “Correspondence. Mr. Ruskin and Constable.” A-J 20 (July), 198–200.

“British Artists: Their Style and Character. No. XXXVII—William Etty, R.A.” A-J 20 (August), 233–35.

Atkinson, J.B. “London Exhibitions and London Critics.” B 84 (August), 181–200.

Fairholt, F.W. “Tombs of English Artists. No. 7.—William Blake.” A-J 20 (August), 236.
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Campbell, Ronald. “Photography for Portraits. A Dialogue held in an Artist’s Studio.” A-J 20 (September), 273–75.
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Review of John Ruskin’s Cambridge School of Art. A (November 27), 675–76.

“The Winter Exhibition at 120, Pall Mall.” A-J 20 (December), 354–55.

Review of A Memoir of Thomas Uwins, R.A. by Mrs. Uwins. A (December 4), 714–16.
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“British Artists: Their Style and Character. No. XLI—Louis Haghe.” A-J 21 (January), 13–15.

Fairholt, F.W. “Tombs of English Artists. No. 11.—Joseph Nollekens, R.A.” A-J 21 (January), 16.

Thornbury, G. Walter. “Hogarth in London Streets.” A-J 21 (January), 1–4.

“British Artists: Their Style and Character. No. XLII—Paul Falconer Poole, A.R.A.” A-J 21 (February), 41–43.
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“The Houses of Parliament. Progress of the Decorations.” A-J 21 (March), 79–80.

Fairholt, F.W. “Tombs of English Artists. No. 13—Richard Wilson, R.A.” A-J 21 (March), 76.

Thornbury, G. Walter. “Gainsborough in Green Lanes.” A-J 21 (March), 65–67.

Webb, Benjamin. “The Prospects of Art in England.” Bentley’s Quarterly Review 1 (March), 143–82.

“National Institution of Fine Arts.” A (March 26), 425–26.

“British Artists: Their Style and Character. No. LXIV—John Linnell.” A-J 21 (April), 105–07.

“The Exhibition of the Royal Scottish Academy.” A-J 21 (April), 110–12.

“Institution of Fine Arts, Portland Gallery.” A-J 21 (April), 121–22.

Fairholt, F.W. “Tombs of English Artists. No. 14.—J.M.W. Turner, R.A.” A-J 21 (April), 108.

Layard, A.H. “National Gallery.” Quarterly Review 105 (April), 341–81.

“Exhibition of the Works of David Cox.” A (April 2), 458.

“The Royal Academy [Constitution and Laws].” A (April 2), 452–54; (April 9), 486–88; (April 16), 517–19; (April 23), 549–50.

“Society of British Artists.” A (April 2), 457–58.

“New Society of Painters in Water-Colours.” A (April 23), 554–55.

“Royal Academy.” A (April 30), 586–88; (May 7), 617–18; (May 14), 651–52; (May 21), 682–84; (May 28), 717.

“Exhibition of the Works of David Cox.” A-J 21 (May), 145.

“The Society of British Artists.” A-J 21 (May), 141–43.

Rippingille, E.V. “Personal Recollections of Great Artists. No. 2.—Fuseli.” A-J 21 (May), 145–46.

Thornbury, G. Walter. “Lawrence in London Drawing Rooms.” A-J 21 (May), 133–35.

“Society of Painters in Water-Colours.” A (May 7), 616–17.

“Charles Robert Leslie, R.A.” A (May 14), 646.

Review of John Ruskin’s The Two Paths: being Lectures on Art, and its Application to Decoration and Manufacture, delivered in 1858–9. A (May 28), 703–04.

“The Exhibitions of 1859.” FM 59 (June), 662–72.

“The New Society of Painters in Water-Colours.” A-J 21 (June), 174–76.

“The Royal Academy Exhibition. The Ninety-first, 1859.” A-J 21 (June), 161–72.

“The Society of Painters in Water-Colours.” A-J 21 (June), 173–74.

“[Sir Charles Eastlake’s] Christ Blessing Little Children.” A-J 21 (July), 221–22.

Dafforne, J. “British Artists: Their Style and Character. No. LXV—Richard Redgrave, R.A.” A-J 21 (July), 205–07.

Fairholt, F.W. “Tombs of English Artists. No. 15.—Samuel Cooper.” A-J 21 (July), 208.

Webb, Benjamin. “The Art Exhibitions of 1859.” Bentley’s Quarterly Review 1 (July), 582–628.

Thornbury, G. Walter. “Reynolds at His Easel.” A-J 21 (July), 197–200.

“Ruskin v. Raphael.” A-J 21 (August), 229–32; (September), 261–64.

Atkinson, J.B. “London Exhibitions—Conflict of the Schools.” B 86 (August), 127–42.

Johnstone, William Borthwick. “British Art—Painting and Sculpture.” North British Review 29 (August), 103–23.

Rippingille, E.V. “Personal Recollections of Great Artists. No. 4.—David Wilkie.” A-J 21 (August), 233–34.

Dafforne, J. “British Artists: Their Style and Character. No. XLVI—Henry Jutsum.” A-J 21 (September), 269–71.

“A Retrospective Exhibition of English Art.” A (September 10), 343–44.

Rippingille, E.V. “Personal Recollections of Great Artists. No. 5.—William Etty, R.A.” A-J 21 (October), 300.

Dafforne, J. “British Artists: Their Style and Character. No. XLVII—Sir Thomas Lawrence, P.R.A.” A-J 21 (November), 325–28.

Rippingille, E.V. “Personal Recollections of Artists. No. 6.—Edward Bird, R.A.” A-J 21 (November), 332–33.

Stephens, F.G. “Cheap Art.” Macmillan s Magazine 1 (November), 46–54.

“The Winter Exhibition.” A (November 19), 672–73.

“The Winter Exhibition.” A-J 21 (December), 377.

Atkinson, J.B. “The National Gallery—Its Purpose and Management.” B 86 (December), 711–25.

“David Roberts’s Sketches in Spain.” A (December 3), 744.

“Fresco at Lincoln’s Inn.” A (December 10), 780.

Review of Mrs. E.F. Ellet’s Women Artists in All Ages and Countries. A (December 24), 849–50.
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Dafforne, J. “British Artists: Their Style and Character. No. XLVIII—David Cox.” A-J 22 (January), 41–43.

Fairholt, F.W. “Tombs of English Artists. No. 17.—George Morland.” A-J 22 (January), 44.

Paget, John. “The Elements of Drawing [by John Ruskin].” B 87 (January), 32–44.

Rippingille, E.V. “Personal Recollections of Artists. No. 7.—J.M.W. Turner.” A-J 22 (January), 10–11.

Thornbury, G. Walter. “Wilson at Tottenham-Court-Road.” A-J 22 (January), 1–4.

“Art in 1860.” A (January 7), 22.
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Atkinson, J.B. “The Diffusion of Taste Among All Classes a National Necessity.” B 87 (February), 151–61.

Sala, G.A.H. “William Hogarth: Painter, Engraver, Philosopher.” Cornhill Magazine 1 (February), 177–93; (March), 264–82; (April), 417–37; (May), 561–81; (June), 716–35; 2 (July), 97–112; (August), 225–41; (September), 354–69; (October), 438–61.

“British Institution.” A (February 11), 210–11.

“Society of Female Artists.” A (February 11), 211.

“The British Institution.” A-J 22 (March), 77–80.

“The Society of Female Artists.” A-J 22 (March), 85–86.

Cole, Henry. “The National Gallery Difficulty Solved.” Cornhill Magazine 1 (March), 346–55.
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“Artistic Copyright.” A (March 24), 413–15.
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“The National Institution.” A-J 22 (April), 109–10.
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“The Society of British Artists.” A-J 22 (May), 143–44.

D., J. “Obituary. Mrs. Anna Jameson.” A-J 22 (May), 157.

Dafforne, J. “British Artists: Their Style and Character. No. XLIX—William Charles Thomas Dobson, A.R.A.” A-J 22 (May), 137–39.

Palgrave, F.T. “The ‘Finding of Christ in the Temple’ by Mr. Holman Hunt.” FM 61 (May), 643–47.
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“The Society of Painters in Water-Colours.” A-J 22 (June), 173–75.
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“The Frescoes in the Houses of Parliament.” A-J 22 (August), 228.
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“Royal Academy”

Athenaeum, (May 12, 1849), 494–95; (May 19, 1849), 520–21; (May 26, 1849), 547–49; (June 2, 1849), 575–76; (June 9, 1849), 601–03

ROYAL ACADEMY.

THE annual recurrence of the Royal Academy Exhibition is ever an occasion full of expectation. A collection of nearly 1,350 works in the various branches of Painting and Sculpture, comprehending high excellence in most departments, bears evidence of a condition of Art which we verily believe can be matched by no other modern Exhibition in Europe.—Consentaneously with the gradually strengthening health of the school, it may be worth while to remark on the change which is taking place in the population of the world of Art-patrons. The ground of Art patronage—not long since a narrow and an almost exclusive domain is year by year expanding and admitting a fresh class of occupants. They who, on the ground of position, assumed formerly to be authorities and influences in the matter of Art, are no longer the most forward to afford that real assistance without which the mere loan of a name to an association for the maintenance of a picture gallery, or to the superintendence of the decorations of a national palace, is little better than a dead letter. It is a striking enough feature of the times, that to the class which in some of the best ages of Art contributed the impulse and the means on which it fed, we are again returning for the real nourishment of the eternal cause. The wealthy merchant, manufacturer, and trader are now the artist’s most constant and liberal patrons. The walls of the present Exhibition abound in the proofs of this fact; and many a private dwelling in our manufacturing districts of the-North furnishes the means of renewing our acquaintance with works which were leading attractions of well-remembered Exhibitions gone by.

The works which compose the present assemblage show a larger proportion than usual of our artist expatiating in the field of the imagination. Portraiture is less in quantity, and its annual degeneracy may be accounted for by the growing taste for objective truth in illustration of the drama, of the novel, or of our domestic history or customs. The successes of our younger artists in these walks and their continued improvement operate on the student about to take up his ground for the first time,—and become the examples fur his practice. In pictures of a strictly historical nature this Exhibition does not abound. Some there are—and on a large scale; but these, together with others of less pretence, have met with little sympathy from those on whom devolved the duty of arrangement. That preference which the Royal Academy of Arts—a school established for the cultivation of the knowledge of human form might well have been expected to give to efforts of the kind has been generally withheld in favour of the picturesque.

The pictures which first challenge our attention are by one to whom we have a right to look for excellence,—the Academy’s Professor. Nor does he disappoint the expectation. The qualities of Mr. Leslie’s art are of a very high order,—such as in their intellectual aspiration make all manipulative and merely technical excellence of minor import. The novel or the drama which he selects for the theme of his illustration is read ever by him in a corresponding spirit. The page of Cervantes has on more than one occasion furnished him with his subject. The Duke and Duchess and the Don have been put before us in their separate individualities by the power of his pencil:—but never with more consummate mastery than now. The scene of Mr. Leslie’s present picture is that in which The Duke’s Chaplain, after attacking Don Quixote for his devotion to knight-errantry, and Sancho for his belief in his master, reprimands the Duke for encouraging their fancies and leaves the Company in a passion (No. 141). The artist has put the matter down on his canvas with the perfection of a master’s hand. His reading of his author is almost all we could desire. His characters though broad and distinct are clear of caricature. The Don, one of the most difficult personages to realize in pictorial art, maintains the dignity due to the hero of Cervantes; and as we look on his attenuated form our sympathies are enlisted for the virtuous indignation that would run a tilt against the irate canon whose limited knowledge of the world makes no allowance for the fevered fantasy of a misguided gentleman. The gradations of character,—the suppressed humour of the nobleman in whose house the encounter takes place—the quiet arch look of the Duchess—the controlled emotions of the various attendants—the simple appeal of Sancho to his master for vengeance,—and the explosive passion of the priest who in his intolerance is tearing himself away from the company,—are all expressed with a vitality that makes this one of Mr. Leslie’s greatest pictures. His knowledge of character and feeling for truth extend to even such details as the appointment of costume or a decoration of ornament—To the same power of discrimination is owing the success of Mr. Leslie’s smaller picture, the Scene from Henry the Eighth (55)—wherein the Monarch at Wolsey’s banquet is detected by the Cardinal in his masque. It is a reading as refined as that of the former work. The votary of passion in the flush of gay manhood leading the timid and handsome victim forward to his host, the self-sufficient prelate,—the reading of whose character is of the highest order,—the courtiers, the page—the servitors,—each and all-in turn have met with befitting treatment, and each is as distinetly marked from the other as the dramatis personœ of the text which has suggested the subject. These excellencies of executive skill are subordinated to a breadth and originality of view which give raciness of style, of sentiment, and of feeling to the whole.

Mr. Turner’s two pictures compel comparison between his early and his later styles. It can scarcely, however, be said to be on a common ground; inasmuch as one exhibits him in a poetical composition, wherein figures form the leading elements,—in contradistinction to those later treatments of phenomena in which this artist stands quite alone. The Venus and Adonis (206) is a mythological theme, which, having been painted by Titian and sung by Shakspeare, has lost none of its beauty on Mr. Turner’s canvas. It is full of fancy and of feeling. The little cupids loosening the sandal of Adonis is a suggestion as significant as pages of words could express. The amorini are well distributed, and well employed in sustaining by allegorical allusion the main sentiment of the subject. The picture bespeaks an intimate acqaintance with the best examples of Venetian art.—The Wreck-buoy (81) is one of the same artist’s recent unintelligible experiments upon colour.

No one picture in this entire collection is calculated to excite more attention—as well from its novelty in the painter’s practice as from its inherent excellencies—than Mr. Mulready’s Women Bathing (135). It is a realization in colour of one of a class of studies his mastery over which this painter made known by his drawings in chalk exhibited, together with his pictures, last season at the Society of Arts. The same qualities of knowledge and truth which there commanded admiration are in this little study united in a combination of colour which gives it claim to be classed as a subject. Small in scale and few in parts, the art is so simplified and the details are so selected that the character of larger art is conveyed :—a sort of management elequent of the painter’s science. In this work Mr. Mulready has expressed that peculiar knowledge and skill which make him among the foremost draughtsmen of his day. The taste and refinement by which the obedient hand has been controlled have produced a form, simple though it be, possessing just so much of ideal abstraction as places it on a par with many an example of Greek sculpture,—and of the best period. To the student this is a high example for imitation, both of refined taste and of careful execution.

No one has shown a more systematic and steady course of progress in his art than Mr. Webster. Year by year he has been adding to his fame by sedulous attention to one class of objects, in which he has perfected himself. Leaving to others the graver incidents of more advanced life, Mr. Webster contents himself with the season when the youthful mind and youthful body seek their exercise and enjoyment in uncontrolled fun, frolic and mischief. In A Slide (171), Mr. Webster treats us to a party of urchins who on a winter’s day, just escaped from the thraldom of a village school, find freedom for their pent-up limbs on the surface of the frozen element. The mischievous conceit of an elder lad—the leader of the party—who, having interposed his figure as an impediment, brings into almost inextricable confusion a host of student fellows, has yielded to Mr. Webster’s pencil a group of forms as full of fancy and of fact as of humour and of merriment. Every incident of the well-remembered scene—for we have all been in it the varieties of action in the skaters, timid and confident,—the expressions of fear, of daring, of cold, of glow,—the temperature of the season as indicated by the sky above—the solidity of the changed element—the eagerness of the group hurrying down the distant lane to join their companions—the warm creature-comforts which an itinerant trader has ready for those whose pockets are provided with the circulating medium—all these things have had the most graphic description from the painter. In a technical sense, the picture is an advance on all the previous and manifold successes of its author :—its leading triumph being, however, as usual, its truth—Another picture, entitled A See-Saw (191), of less pretension and of few figures, contains much of the artist’s excellence in the painting of characteristic forms and expressions.

A large picture, treating a subject of touching interest, reveals to us the improved resources of an artist whose name will be remembered as a contributor in the several competition Exhibitions at Westminster Hall—Mr. C. Lucy. We confess, however, to having been now surprised at such evidence of matured powers in thought and in action as are here manifest. The picture represents Mrs. Claypole, Cromwell’s favourite daughter, on her death-bed at Hampton Court, admonishing him to repent of his sins and guiltiness, A.D. 1659, (166). While imagined with strict attention to probability, it is full of the pathos of the occasion; and the admirers of the Protector need acknowledge no act of humiliation in the appropriate gesture of remorse with which he receives the admonition of his dying child. The actions are striking and affecting; and the art in which Mr. Lucy has given them expression is of a decided and manly character. The pathos has no touch of false sentimentality, and the vigour is free from coarseness or undue severity. Of a class of subject and showing an attention to particulars which remind us not a little of more than one picture of the modern French School,—Mr. Lucy has at the same time avoided the melo-dramatic in taste, the pale sickliness in colour, and the theatrical in expression, which are their besetting faults.

Each succeeding year but records anew the supremacy of the great animal painter of the day. The facility which long experience has brought is made more and more expressive of simplicity of parts and largeness of style. Of Mr. Edwin Landseer’s contributions of this year, The Desert (13) gives the highest evidence of these qualities. It is a grand and masterly study,—though of a disagreeable circumstance. The proverb which declares that “a living dog is better than a dead lion” Mr. Landseer here successfully refutes. The Free Church (108) is a more agreeable subject—exhibiting that quality of quiet humour which this artist often infuses into the varieties of expression in human or in canine physiognomy. The Forester’s Family (108) elegantly expresses an incident of the Highlands, which attentive observation only could have recorded with so much exactness and only fine taste could have made so agreeable. Colly Dogs (356) is slighter and less defined: and a landscape,—Evening Scene in the Highlands (512)—an effect of light and shade and colour—shews that the painter is alive to the propriety of selecting new matter and new combinations—though the novelty makes, nevertheless, the smallest part of the charm.

Mr. Eastlake has one only picture—a study of a female head to which the Helena of Shakspeare has lent a name. The admirers of this artist will scarcely be satisfied at so small an exhibition of his talent—as regards both extent and quality. To the engrossing nature of the labours, literary and other, in which he has been elsewhere engaged, may we suppose be attributed the rarity and insufficiency of Mr. Eastlake’s appearances at the Academy. It is enough to say, that his titles are certainly here unrepresented.

Mr. Herbert’s Lear disinheriting Cordelia (72) gives us the means of judging of the nature of the composition which is now progressing in fresco in the New Houses of Parliament. The scene is one of deep emotion, and therefore well suited to the powers of an artist whose forte is mainly the pathetic. The great variety and shades of passion have tried the painter’s art,—and he may be said to have best succeeded where success was most difficult of attainment The justness of the reading of Cordelia and of her sire is more evident than that of the personages on whom the action is to reflect—the passive agents. The true point is Cordelia. With her lies the real success of the piece: for we see in the aged king more of the senility of his condition than of its wounded majesty. The faces of Goneril and Regan betray the baseness of their natures, while listening to the old man’s disclaimer of


all paternal care,

Propinquity and property of blood



towards his true and loving daughter. Where there is so much of the higher qualities of the mind to admire in the expression of the incident and the delineation of passion, it may be hypercritical to take exception; yet even allowing that the design has been made for the especial object of mural decoration, its mediaeval-looking treatment in formality of distribution and severity of contour abates somewhat from the interest. Mr. Herbert’s style has found better representation in a smaller picture, The Outcast of the People (489). This is an illustration of the text from St. Luke—“The foxes have holes and the birds of the air nests; but the Son of Man hath not where to lay his head.” Here, where the religious feelings of the painter have had more play and the theme is of a class more peculiarly appropriate to his powers, his success has been commensurate. Though slighter in execution than the other, this picture is remarkable alike for its poetry and for its originality.

Mr. Frank Stone has returned to his former themes, in a picture of smaller dimensions than usual, The Duet (216). It represents a party who, detained in a morning-room perhaps by stress of weather, find occupation in listening to the music which some of the younger ladies are performing for their solace. The Andante con moto which is the continuation of its title is well descriptive of certain sympathies which, fed by the material harmonies and nourished amid the leisure here expressed, have drawn together two as fair young lovers as ever kept time with the beating of their hearts to the “concord of sweet sounds.” The subject, one of Mr. Stone’s least ambitions compositions, is not among the least of his successes. That feeling for beauty with which we are familiarized in his pictures is here in full force,—and maintains his supremacy in his own peculiar class. The execution of the picture is free and clear. In a Portrait of an Infant (120)—of which we shall have to speak in its proper place—this artist has given a variety. Here we have a head of intellectual beauty in the very sweetness of childhood rendered with such delicacy and roundness as, notwithstanding the too great height at which it is placed, give eloquent warranty of Mr. Stone’s capabilities in this most difficult class of subject.

The life of Joseph, which has afforded so many a pathetic story to the painter, has furnished one to Sir William Allan. Travelled as he is in eastern climes, he has found fitting circumstance for the occupation of his pencil in The Cup found in Benjamin’s Sack (242). The composition is laid out with all the address which theory and long practice have furnished to the President of the Scottish Academy ; and his knowledge has enabled him to draw that distinction between the Israelitish and the Egyptian character which the conditions of the tale required. The appointments of costume and scenery evidence the due amount of archæologic particular necessary for the identification of the theme.

Paintings.

To ill health we believe is to be attributed the absence of any contribution of importance in point of scale from the pencil of our chief of figure-colourists, Mr. Etty. In the place of such, we have some studies rather of physiognomical than of poetic or historic character. The Crochet-worker (No. 84), a roseate-complexioned girl plying the labours of her needle,—and the Three Versions of one Subject (270), being three several studies of the same girl’s head in distinct views—(a paraphrase, so far as the idea is concerned, of the Vandyke treatment of King Charles for Bernini’s bust), have the individual specialities of portraiture. It is only in the Amoret Chained (60) that we encounter the historic abstractions which have in colour given to this artist his undisputed pre-eminence. The head is in point of fact but slight; but the artist’s grandiose style in the execution of flesh-painting never had truer reference. In the tinting of the bust these qualities are more particularly obvious. Of a more poetic kind is the bouquet-like combination of colour (178)—a picture without a title, which is expressed in the catalogue by the lines—


“Gather the Rose of Love

While yet ‘tis time.”



The painter has dyed his canvas with the most fluxuriant hues of his palette; and the old love-sentimentality is rescued from the common-place by the magic of his Art. Mr. Etty has given here a new proof of his perception of harmony,—and of the perfect control which he exercises over chromatic means.

To his many delineations of the East Mr. Roberts has now added a crowning one in his great and elaborate picture of the city of Mount Zion. Description, both written and pictorial, has long made us familiar with the features, ancient and modern, of Jerusalem. We know the Fullers’ Field and the Mount of Olives: we can follow in fancy the brook Kedron to the tomb of Absalom—and walk on by the city walls, proceeding round to the hill of Calvary. Jerusalem seems almost as familiar to the mind through the multitude of report, as the cities we have seen with our eyes. Mr. Roberts’s object has obviously been to enable us to form some idea of the extent and magnificence of the great metropolis of the Hebrews in the day of their power and that of their fall. The Destruction of Jerusalem by the Romans under the command of Titus (200) is the time and action which he has selected; and the prophets, the Jewish historians, and the painter’s own personal investigation and comparison of the various localities, have combined to furnish the details. The overwhelming ascendancy of the fiery element, which is dealing out huge masses of rolling smoke, has been seized on as a happy and characteristic incident for redeeming the picture from a formal or topographical look,—and for combining in one aspect of confusion and excitement the other elements of earth and air. This picture is the most noble production of Mr. Roberts’s pencil.

The conditions under which Mr. Watts may have dreamt his dream of Life’s Illusions (107) it enters not into our nature to divine. While no standard of mere uitility can be applied to the consideration of Art manifestation,—yet the standard of rationality, as it should be the principle of the painter’s conduct, so it must be that by which the value of his labours is to be tested. Mr. Watts’s “Illusions” will bear no such application. His picture can be acknowledged only as a clever combination of hues employed on masses which define no forms either in themselves specifically correct or subserving to the elucidation of any incident. The work is on a large and ambitious scale; full of passages of good colour, and having some light and shade—“signifying nothing.”

The opinion which on a former occasion we expressed respecting Mr. Hart applies yet more pointedly to his share in the present Exhibition. We said then, that of our junior artists there was none who in the quality of the themes which he selects for the employment of his pencil is more uncertain than Mr. Hart. To what extent the variety of subjects which he adopts may be useful as withdrawing him from the charge of mannerism—or how far the indulgence in a range which would seem to result from the apprehension of that vice may subject him to the charge of diffuseness,—it will be for time to determine. One department, and one steady course in its pursuit, will lead the man of real power to issues comprehending a sufficient amount of variety:—but at the same time there should be no dogma prescribing to the artist limitations either of subject or of treatment. Mr. Hart’s Southern journeyings have this year supplied him with more than one subject from the Romish Church:—of which The Summons to the Conclave (205) may be cited as the chief. It represents the receipt of a mandate which suggests to a cardinal the possible realization of his personal ambition. The glories of the Vatican present themselves to his imagination, and the priest is musing on the chances of his ‘Summons.’ The painter’s acquaintance with the characters of the several personages whom he has had to represent—prelate, secretary and servitor—has enabled him to note down their several individualities in conformity with the circumstances of time and situation. The Sister of Charily of Ravenna (93) is, to our taste, one of Mr. Hart’s best works. Much character and fine suggestion are evoked out of very slender materials. Beneath the hood that symbolizes exclusion from the world there is a beauty that seems fitted for the world’s adornment,—and through the fervour that would kill the Eve in her looks out a consciousness of that beauty not wholly subdued and a memory of that world not all obliterated. The Pilgrim (172) is of the like order, and noticeable on similar grounds. But opposed to all these, as much in treatment as in subject, in the materialism as in the spirituality, is the Dance of Nymphs and Satyrs (306)—suggested by some lines in the Lycidas of Milton. Here we have lively motion in lieu of ecclesiastical repose—the sacred is exchanged for the profane. In this last picture Mr. Hart has proved his resources in academic combination—as well as in costume and accessorial particular. In the treatment of his background the painter has shown great care in a department in which his hand is new. His Girl with a Tambourine (448) is of a similar class with the last—presenting in a female form, full of life and spirit, a curious contrast with the grave character of the artist’s ‘Nun.’ Mr. Hart has not for some years past been in such force at the Exhibitions of the Academy as in the present year : and his works show careful study and an advancing style.

Thierry’s ‘History of the Norman Conquest’ has suggested to Mr. E. Armitage the story of the mother of Thomas à Beckett in quest (in London) of Gilbert Beckett. Sitting “down on a stone which happened to be at the door of her beloved Gilbert, a crowd of children collected round her, some pitying, others laughing at her. Here she was found by Gilbert, who, having easily converted her to Christianity, married her. She became the mother of Thomas à Beckett” (447). We, who were among the foremost at the time of its appearance to notice the success of Mr. Armitage’s ‘Cæsar landing in Britain,’ which won for him the award of a first-class premium in the first Cartoon Exhibition in Westminster Hall, feel reluctance in animadverting on his present work. The cartoon in question was full of promise; and we grieve to find a young artist of his ability subsiding into the mere mannered copyist of some of the conventions of the melo-dramatic modern French School.

Among the many younger men whose attention is devoted to the illustration of the drama, the novel, or ancient usage,—Mr. Frith again this year stands most prominent. His present picture illustrates that one of our social and political phases—the principle of primogeniture. His title is Coming of Age (349). Mr. Frith has invented his own incidents—put before us the “very age and body of the time” which he has selected by the enlistment of every incident that marked the mode of celebration. A group of dependents bring an address of congratulation to the steps of a family mansion, on which stands the future representative of a noble house—just arrived at man’s. estate—surrounded by the elders of his name. The aristocratic look of the class is well conveyed:—as are all and several the expressions running through the various ranks of performers in the scene. Of all Mr. Frith’s previous efforts, this is the picture most to our liking. The subject has been better selected, as presenting greater scope for variety;—the composition, of greater extent, has enabled the artist to show his improvement in the various groupings; the drawing is more perfect,—the colour is more selected,—and many of its combinations are of especial beauty ; the expressions are appropriate ; and the execution, at once in the modelling and finish of the several heads, in the smart and dexterous treatment of the draperies, and in the still-life or architectural distance, is in advance of all the painter’s previous works.

Mr. Creswick’s landscapes will as usual gratify the lovers of the amenities of English landscape. Glade in the Forest (131) presents the cheerful and animated air so familiar to us in his pictures of this class. The woodcutters busy about the feiled timber in the foreground are the figure accessories appropriate to the scene. A Stream in the Hills (343)—a very secluded and shady place—is helped out in its associations by the presence of a holy father who has strayed from the abbey that is seen embowered in the neighbouring wood. The taste with which the brotherhood selected always for their domicile the site near the meadow on the trout-stream has here a new comment; and the meditative character of the scene is enhanced by the friar who paces the ground wrapt in study—Of less promise, either as to forma or situation, is the heath scene with the old mill which bears the title of the Passing Showers (371), but the picture is one of yet higher accomplishment. The rain, as shown by the pools which the inequalities of the ground present, has been sharp—and the storm is seen passing off. The village postman mounted on his swift pony puts his animal to full speed, anxious to avoid it. The picture is one of the painter’s best. Of a character more in accordance with Mr. Creswick’s accustomed choice of situations is The Shade of the Beech Trees (417); a work representing the chequered aspects with which the sun playing through the leafy masses dapples the uneven ground and glistening bark. That peculiar green which this painter knows so well how to give in its varieties of warm or cold hue has never been more happily bestowed. The Quiet Lake (544), “So calm, the water scarcely seems to stray,” is one of the most poetical looking landscapes in the collection : an example worthy of careful study—and well deserving a better place than it has found.

Of Mr. Lee we have six examples,—and they are all marked by vigour and boldness. That they are in any degree characterized by any quality of imagination—or that they have any air of refinement—cannot be added. It is with the literal that our painter has been apt to deal. The cold and bleak aspect which in the mountain-pass or river-stream conveys the mere sense of freshness and brightness, is his theme. Sun rise or set, or effect of wind, may be sought for in Mr. Lee’s works in vain. Like a good general, he selects his ground with a knowledge of his resources,—and ventures not beyond. The River Scene, North Wales (67) is of his best works ; yet it wins us not to the belief that the foliage could have been, in nature, so petite in the masses or so mannered in the forms. The Ogwen Lake, North Wales (193), though truthful in certain details, yet wants the inspiring touch of genius. Cattle returning from the Meadows (277), the joint production of himself and Mr. Sidney Cooper, is of the same order as their joint works of last year. Mill on the Ogwen River, North Wales (363), is at the least a very hasty production. Mountain Scenery, North Wales (455) is another joint picture: and Landing a Salmon (479)—showing a very appropriate spot for the sport—is Mr. Lee’s remaining contribution.

Mr. Danby is far from having the same literality of view:—he selects his point of day like a man of taste who has a keen perception of the fitting requisites for the eloquent presentment of his scene. The effect which he has chosen this year is that of Morning on the Banks of Zurich Lake, with Pilgrims embarking on their way to Einsettlin (531). The poetry which he has imparted to the picture is worthy of the scene. His effect is completely realized,—but the means are subtle.—The art is not obvious:—the palette, and brushes, and paint are kept out of view,—are never thought of ; and we see only the accomplishment of a beautiful thought, to which the resources of mind, observation and refinement have all contributed. By his son, Mr. T. Danby, there are two pictures : The Crafnant Mountains (420) and An Otter Lake (481), both in North Wales. Each shows as much originality as any of the class from the same hand that on former occasions we have had reason to refer to. Of the two we prefer the last ; but a student who has exhibited such capability of seeing and of noting down an especial and difficult circumstance—the effect of meridian daylight—will not have satisfied himself by close restriction to such mere fact. He will exercise more liberally those powers which he has hitherto exercised well,—in more excursive flights and wider range. Extended observation and assiduous practice are the only means of making Art continuous, and avoiding sameness of practice and speciality of bias. The example of more philosophic aim and intention is to be found in his own family :—he need only “look at home.”

Not only has Mr. Charles Landseer enlarged the dimensions of his canvas,—he has also shown enlargement of view and of style. His subject this year is much better fitted in its nature than usual for the display of his peculiar powers. The quality of Mr. Landseer’s artistic education—formed at a time when a systematic training was, as it obviously should be, the basis of the painter’s operations—fits him for such selection as he has here made. He brings to its illustration all the necessary knowledge. A very pretty incident related by Ælian has given Mr. Landseer the theme of his Rhodopis, the Greek Cinderella (364); which, as it is not generally known, we transcribe.—“Once,” says Ælian, “when she was bathing, Fortune, which is fond of effecting strange and wonderful things, gave her what her beauty rather than her mind deserved; while she was bathing and her attendants were taking care of her raiment, an eagle swooped down, seized one of her sandals, went off with it, and bore it to Memphis, and as King Psammeticus was administering justice dropped it into his bosom. Psammeticus was struck with the form of the sandal, the elegance of its workmanship, and the act of the bird ; so he issued an order to search through all Egypt for the person to whom the sandal belonged,—and when he had found her he made her his wife.” In a very inartificial arrangement Mr. Landseer has brought in the several elements of the story; and in his principal figure he has well adhered to the spirit of his text. He delineates the beauty of form rather than that of mind. The figure is very graceful ; and the air of naïveté and action of surprise add to its charms. The attendants are well conceived,—having the deferential deportments becoming their stations. In the accessorial combinations Mr. Landseer has shown his erudition; and whether of physiologic character, costume, architecture, or botanic particular has admitted just such amount as would subserve the interest without the pedantry of ostentatious display. In Il Tempo del Carnavale (115) Mr. C. Landseer has given a study of an Italian girl as she is supposed to be at the festa time, looking from her window down upon a corso. It is a very pleasing picture. Trusty Tomkins appearing before Sir Henry Lee (33) is one of a class to which we are more accustomed from this artist. It has all the qualities of his former works of the kind to recommend it—with more spirit.

Mr. Stanfield’s supremacy in his own line is here even more powerfully asserted than usual. Tilbury Fort—wind against tide (12), the principal one, wonderfully expresses at once the nature of the traffic on our river, that of the craft employed on it, and the movement given to it by wind and water. The character of our climate is also well sustained :—and is the more striking from comparison with those foreign scenes in which Mr. Stanfield so excels. Take, for instance, Lugano (151), with the busy population in the streets flanking its shores,—or Lago Maggiore (325),—or the scene Near Miori, Gulf of Salerno (331), with its picturesque old tower; in all which the differences of sky, water, and atmosphere proclaim diversities of temperature. But the painter takes a yet wider range in a picture in which the human form plays a conspicuous part. It is a composition of figures at the mouth of a cave—quaintly entitled, Salvator Rosa’s Studio (211). The young Salvator is represented making studies from those bandit forms among which in the Abruzzi he was so early thrown. The page of Lady Morgan has supplied the theme : and reeollections of similar sites—the mountain fastness or ‘antre vast,’ the shelving slope and the withered stem—have contributed to the composition. The grouping and drawing of the human forms take their spirit from those which the Neapolitan artist has himself bequeathed in his etchings. The Moonlight, off the Reculvers (498) shows one of our headlands under a condition of light which we have heard those accustomed to see it under all circumstances describe as being here reproduced with a vividness that is almost a marvel.

FINE ARTS

ROTAL ACADEMY.

Paintings.

Mr. Patten produces the largest and most ambitious work in the present Exhibition:—the subject of which is taken from Anglo-Saxon history. Thia is (No. 372) The Destruction of Idolatry in England; Coifi, the High Priest, on his Conversion to Christianity, destroying the Idols of his former worship, in the presence of Edwin, the Saxon King, A.D. 625. The subject is told by Sharon Turner.—


“After several of the Witena and Counsellors of King Edwin had delivered their opinions on the subject of religion, the high priest, Coifi, desired to hear Paulinus, who was the chief of the Christian missionaries. The Bishop obeyed, when Coifi exclaimed, ‘Formerly I understood nothing that I worshipped ; the more I contemplated our idolatry the less truth I found in it; but this new system I adopt without hesitation: let us then, O king, immediately anathematise and burn the temples and altars which we have so uselessly venerated.’ On this bold exhortation, Coifi was asked, Who would be the first to profane the idols and their altars, and the enclosures with which they were surrounded: the zealous convert answered, ‘I will.’ He requested of the King weapons and a war-horse; he girded on a sword, and brandishing a spear, mounted the King’s horse, and rode to the idol temple; the people without, thought him mad; he hurled his spear against the temple, to profane it, and commanded his companions to destroy the building and surrounding enclosures. The scene of this event was a little to the east of York, beyond the River Derwent, at a place, in Bede’a time, called Godmuddingham.”



The fault of this picture is one affecting the principle of ite design. The painter has chosen the wrong moment for his action. The point of time represented is that in which the work of destruction is going on by instruments regularly appointed and acquiesced in—not that in which the appeal is making to an excited multitude to assist in or endure the supposed sacrilege. The painter thereby misses that conflict of interests and passions which should have formed the elements of a grand picture on such a theme. The spirit of resistance, in its variousforms of fear, horror, and indignation, which should have met the sudden attack upon an ancient and deeply-rooted superstition, is here almost wholly absent; and nearly all the assistants in this remarkable scene are more or less consenting parties. This is the grand defect of the work:—which is otherwise full of fine points, and worthy of all praise for the greatness of its aim. Overlooking his more immediate and meaner interests—which can scarcely hope to be served by a canvas of this impracticable size—Mr. Patten is labouring to build his own fame on ‘the elevation of his art. The action of the story before us is clearly told,—though not, as we have said, in the most powerful language. Mr. Patten’s skill in the art of laying out a picture so as to make the groups explain what they are doing,—in the management of bold, continuous line, and the disposition of opposing masses of light and shade, hot and cold colour,—his command over emphasis of expression, even where he has failed of emphatic thought,—are abundantly displayed in the present picture—and give to this artist, and to his works generally, a claim to high consideration.

The pictures contributed by Mr. Cooper, the Academician, show a larger amount of variety than is usual with this painter. In The Wounded Greek (101) and The Oasis (118) he has, in combinations of human and animal forms, given evidence of his ability to realize other incidents than Highland scenes and subjects. Returning from Deer-Stalking, Urquhart Castle in the distance (377), is the best of these latter themes. The sloping surface of the ground, and its inequalities, have helped him to the production of a very picturesque composition; we have never seen him in this class of subject to more advantage. Remembering, however, what this artist has done in the delineation of human and animal forms—remembering such illustrations of history from his pencil as ‘Richard and Saladin at Ascalon,’ ‘The Battle of the Standard,’ ‘Marston Moor,’ and others of merit—we cannot but regret to see his powers diverted from their most appropriate field of exercise. Aliwal (143) is the study of an Arab Charger, the property of Sir Harry G. W. Smith, Bart., ridden by him at the Battles of Aliwal, &c. : and Surplice (461) represents The Winner of the Derby and St. Leger, 1848. Both are capital portrait studies in a department in which Mr. Cooper stands almost alone.

Mr. Egg well justifies his recent selection as Associate. He appears here with improved means in an affecting incident—that of Henrietta Maria in Distress, Relieved by Cardinal Retz (8). “The Cardinal de Retz, the principal leader of the Fronde,” Bays Miss Strickland, “paid a visit of inquiry on the 6th of January to learn what had become of the desolate Queen of England, after a series of furious skirmishes and slaughters which had convulsed Paris during the days immediately preceding the 6th of January. It was well he had not forgotten her ; for the last loaf was eaten, her last faggot had been consumed, and she was destitute of the means of purchasing more.” These incidents the artist has expressed almost to the point of literality. The religion of Queen Henrietta, Hume tells us, must be regarded as her greatest misfortune; having “augmented the jealousy which prevailed against the court,” owing to her encouragement of those who, like herself, professed it. On the character and expression of the Queen turns the interest of Mr. Egg’s picture. It affects from its unpretendingness,—and the depth, notwithstanding, of the sentiment. The conception of the Cardinal is not felicitous. The grave and dignified deportment proper to the character is wanting,—and the habitual self-possession and style of the churchman would have added emphasis and relief to the sentiment of the visit. But the picture is an advance as regards choice of subject over the ‘Elizabeth’ of last year—inasmuch as the contemplation of greatness in distress is a loftier theme for the exercise of the pencil than the mortification and disappointment endured by ill-founded pretension. To the subordinate figures he has given appropriate character,—and they play their parts in due relation to the main incident. Launce’s Substitute for Proteus’s Dog (478) is a pictorial version of the well-known scene in Shakspeare. Much of the interest of the text belongs to the whim and equivocation in which it abounds rather than to the situation ; and the subject is therefore not well chosen for the painter’s art. The picture has, nevertheless, great merit; but a comparison between the two works will show that the artist’s talent lies in the grave rather than in the gay.

Though small in scale and unambitious in material, Mr. Linton has never succeeded better than in a picture of The Temple of Female Fortune, with the Acqua Felice (285). It is marked by an originality of feeling which yet sacrifices no whit of truth. Another example of the same treatment is exhibited in the Scene near Velletri (518). The effect of this, while less serene, includes more richness of colour. Though placed so high, the picture which the same artist calls Retirement (1098) shows such soundness of principle in the management of its effect as to bring it clear out from among the mass of common-places by which it is surrounded. As a poetical suggestion it is one of Mr. Linton’s best thoughts.

In lieu of any composition of magnitude, Mr. Frost exhibits this year The Syrens (127), from the line in Comus “And the songs of Syrens sweet.” It is an excellent example of the powers which have gained him reputation. Among our younger artists there is no one more sedulous than Mr. Frost in his delineation of the human form. The fastidiousness with which, he seeks to present it in its perfection has often a tendency to give opacity to his colour:—arising possibly from repetition of process. He is, however, not one of those disposed to give up the advantages of early and sound training in form for the vagaries of conceit or the affectations of especial practice in colour. If he will but have confidence in himself, and to his superior drawing add greater variety and transparency of flesh-tints—to be better produced by a clear and determined process than by the repetition of experiment—he will add greatly to the value of his already able works.

There is as decided a contrast in the treatment of two pictures by Mr. E. W. Cooke as in the sympathies suggested or the elements recorded. A Dutch Calm (130) is a very excellent Van de Velde-ish selection; and we say this in the language of compliment—without imputing plagiarism to Mr. Cooke. In its pendant, a View of the Castle of St. Angelo (153), Mr. Cooke has well secured the general aspect of the climate. A Fern Cave, a Scene in Mount’s Bay, Cornwall (436), presents one of those geological formations which from some great disruption of nature or gradual encroachment of sea furnish speculation to the naturalist and imagery to the poet or the painter.

Mr. Elmore is prominent among those who are advancing in the ranks of his art. The quality and variety of his works testify alike to his fertility of resource and to his industry of purpose. A Religious Controversy in the time of Louis Quatorze (13) has supplied the subject of his largest and most important undertaking this year.—“The king had declared his intention to employ only good Christians in ‘public situation,’ meaning Roman Catholics ; and the most tempting encouragement was held out to such as would set a public example by abjuring their Protestant tenets. Accordingly, it was not uncommon for an intending convert of rank to invite some leading Protestant clergyman to meet some leading Catholic in his house, there to debate respecting their differences, to satisfy the mind of their host which religion was preferable.” Mr. Elmore has entered admirably into the spirit of the scene here described. On a Francescan monk devolves the chief action of the piece ; and he is insisting on the maintenance of his dogma with all the passionate denunciation which would willingly use the argument of “bell, book, and candle.” The weight of his argument is enforced by the presence of a cardinal,—who sits in the picture a calm and dignified affirmation of the dogmas which the other so hotly maintains. The character of the Protestant minister is conveyed with great originality and force,—and the manner of his zeal and of his action is in fine contrast with those of the excited monk. The tact and erudition of the scholiast and the temper of the consciously stronger mind are implied in his attitude and air. The fire of his enthusiasm burns inwardly. These are the leading characters to whom the expression of the subject belongs. The remaining figures show appropriateness of structure and skill in grouping ; and all the other accessories contribute to the harmony alike of composition and of theme. The same artist’s Subject from Tristram Shandy (378) shows Mr. Shandy leaning on his cane, reading to the tailor at work on a pair of breeches “a lecture upon the latus clavis, and pointing to the precise part of the waistband where he was determined to have it sewed on.” The subject is not well chosen—but is cleverly treated: it is somewhat coarse—but eccentric and original. It will have its admirers,—among whom Mr. Elmore is not to reckon us. Lady Macbeth (471) exhibits the Evil Genius of the ambitious thane listening at the chamber-door of Duncan at the very moment when the former


—hath broke ope

The Lord’s anointed temple, and stole thence

The life of the building.



Not one of the least tests of talent is the universality of its application; and a consequence resulting from a habit of observing and defining with correctness any one specific order of form is the power which it affords of delineating any other. Mr. Redgrave’s practice has led him to the study of nature abroad and at home. His Sun and Shadow (169)—The Stream at Rest (174)—and The Solitary Pool (392) excellently illustrate, taken together, that especial disposition to details which the painter is sometimes led into where their introduction is less useful and characteristic. The Awakened Conscience (357) is a figure subject—a pictorial moral on the sin of drunkenness, based on some passages in the Proverbs: “Look not thou upon the wine when it is red, when it giveth his colour in the cup. * * * At the last it biteth like a serpent, and stingeth like an adder.” As a picture it is one of the artist’s least pretending compositions.

It is difficult, in speaking of the pictures by Mr. Sidney Cooper, to add anything in the way of comment to what has been said in former years. Dealing always with the same class of forms, he may be said to have arrived at that certainty in his practice which leaves nothing for criticism to distinguish. Autumn (312) we like better, nevertheless, than the Clearing off at Sunset (37). It is more refined—less commonplace. In the latter picture there are passages of foreground and vegetation the slightness of which are hardly excusable from one who can do these things so much better. In Cattle returning from the Meadows (277), and in Mountain Scenery—North Wales (455)—two joint productions with Mr. Lee—Mr. Cooper has introduced the animal forms with his accustomed mastery.

By Mr. Uwins there is but one work:—that an illustration of Spenser: Sir Guyon fighting for the virtue of Temperance under the conduct of his spiritual guide, destroys the enchantments that have templed his companions from their duty (188). This is another of the moral allegories which are the frequent form for the expression of this artist’s fancy. The poet or the painter who deals with allegory must expect, in this age to meet with but limited sympathies.

Mr. F. Goodall’s Hant the Slipper (263) is not calculated to confirm him in the reputation which has been somewhat too hastily assigned. The scene which he has selected, involving great variety of circumstance and form, was one to test maturer powers. While much skill is shown in the general grouping, and a sense of the picturesque in arrangement, there is a disposition to heighten effects, in form and in colour, which detracts from probability and tends to exaggeration. In the colour this is most especially felt. Of the artist’s mode of procedure we are ignorant,—but the general monotony of the flesh tints would lead to the presumption that he had referred rather to his excellent preparatory studies in pencil or in chalk than direct to Nature. He would otherwise have attained to more individual truth in the separate details and would, in the flesh particularly, have avoided those monotonous and hot looking shadows which are not justified, since the scene is in the open air, by any medium of reflecting quality.

There is a particular spot of wall in a particular room to which by some sort of arrangement or admission Mr. John Martin seems to enjoy a prescriptive right. This place on the present occasion is conspicuously occupied by Arthur and Ogle in the Happy Valley (566). It is a wild preternatural .affair; in which the constellations shed down disastrous influence on the unconscious lovers,—and they walk amid blue lights which have no original on earth, and which we do not remember in romance, to their doom. In the world which Mr. Martin has here represented the Critic can have no possible place.

An anecdote in the life of the late President West has furnished the subject of a picture which Mr. E. M. Ward has entitled Benjamin West’s first Effort in Art (303). In the late Mr. Allan Cunningham’s ‘Lives of the British Painters’ we read that “little Benjamin was placed with a fly-flap in his hand to watch the sleeping infant of his eldest sister, while his mother gathered flowers in the garden. As he sat by the cradle, the child smiled in sleep; he was struck with its beauty, and seeking some paper, drew its portrait in red and black ink.” The incident has proved in Mr. Ward’s hands a good one for illustration; and he has not lost sight of its great point,—the young enthusiasm with which the future artist sets himself to the work. The gesture and the action represent to the life the entire absorption of juvenile attention; and the corresponding earnestness in the face gives good presage of future success—A work of larger scale and more important aim is, Daniel Defoe and the Manuscript of Robinson Crusoe (318). “The manuscript of Robinson Crusoe passed through the whole circle of the trade before it could find a purchaser. When at length accepted, the sale was so immediate and rapid that no less than four editions were published in as many months.” Hazlitt is the authority on which Mr. Ward has “founded his picture,—and it has the true congenial and Hogarthian spriit. The humble author discussing the possible chances of his work with the dandy clerk, presents a true and eloquent picture of the indignities which patient literary merit has too often had to endure from the trader in the produce of the brain. The author of one of the most popular romances in the world is here writhing under the sting of wounded pride and mortification and hopelessness—in strong contrast with the fashionable lady whose application finds entrance at once into the bookseller’s back parlour. Mr. Ward has lost no point that might assist his moral in forcible art-language.—In technicals Mr. Ward, in both these pictures, has shown a marked improvement: his drawing is better than of old,—his colour clearer. The local tints are more truthful; and in the general handling a more refined style prevails.

It is curious to observe the difference of view entertained in the treatment of the same thought, as exhibited in Mr. H. Le Jeune’s Lear and Cordelia (269) contrasted with that by Mr. Madox Browne which so lately had our commendation. Mr. Le Jeune has had in view a more classic conception of the scene; and, without the aid of costume or archaeologic particular, produces his effect by an artless but yet effective arrangement. To the strong and decided character of some of the colour exception may be taken ; the brightness imparting a new and modern look that injures the associations belonging to the period wherein the scene is laid. The picture is, however, an improved testimony to the artist’s talent.

FINE ARTS

KOYAL ACADEMT.

Paintings.

IN the works of Mr. J. Linnell we are always sure of excellence—excellence as well of theory as in mastery over the manipulative appliances of his art. A subject of but slight interest in itself, Sand Pits (No. 404), has in his hands grown into a work of much interest. The incidents peculiar to such a locality have all found place in the picture; but it is the science which has turned to advantage every petty detail of colour that proclaims at once the “painter’s eye” and the sound sense that has not suffered the fancy to mislead it into exaggeration. The exception is in the want of more massive conduct in the forms of the. clouds. In their present pettiness and distribution they scarcely maintain that breadth which is so much to be admired in all the rest of the picture. In The Return of Ulysses (443) this artist does not show himself to similar advantage. Classical themes are not his forte. Whlle he raises the level of his subject in the pastoral, in the classic or historic he falls beneath it.

Long residence among high examples does not seem to have inspired Mr. Penry Williams in the right direction. His three contributions are only three further proofs of the care with which in his summer rambling among the Italian mountains his folio is stocked with accidental circumstance. Art records of the kind, referring to the devotional exercises or the pastimes of the people, are far too numerous to have left much chance of novelty to Mr. Williams. That which he has done is noted down with his accustomed care and precision ; but with an absence of that decision in light and shade and that vigorous contrast in colour which should have enhanced the truth of his scenes. The themes on which Mr. Williams occupies himself have little sympathy with those exercises for which the great galleries of the imperial city are famed ; and he would probably, therefore, gain a new impulse and improve his style by more direct communication with cognate works of the day and their authors. His pictures here are A Mother praying to the Madonna for the Recovery of her Sick Child’(132), The Italian Mother (152), and The Fountain—a Scene at Mola de Gaeta (326).

‘The Tempest’ has supplied Mr. Poole with three subjects—making one whole: Ferdinand declaring his Love to Miranda (383), The Conspiracy of Sebastian and Antonio (384), and Ferdinand and Miranda discovered by Alonzo at the Entrance to the Cave, playing at Chess (385). Each of these exhibits fancy and that disposition to self-reliance which, while it is expressive of originality of view, sometimes tends to eccentricity.

Innocence and Guilt (397) is the title given to a production of one of our youngest aspirants to fame—Mr. A. Rankley. The following lines by Hogg are intended to describe its subject:—


To woman’s heart, when fair and free,

Her gins seem great and manifold ;

When sunk in suilt and misery

No crime can then her soul behold.



Designed by its author for the illustration of a moral after the Hogarthian fashion, few, we think, will assent to the probability of his examples. In Hogarth, while incident is employed for the amplification and sustainment of his idea even to the verge of the improbable, there is never a shock to our prejudices, and vice is always so depicted as to repel the beholder. Mr. Rankley has chosen a mode of contrasting his subject by extremes in situation which, far-fetched in themselves, are questionable in taste. Without affectation of prudery, we must declare that he might have selected a means of enforcing his moral at once more forcible and lese objectionable. As a painter, Mr. Rankley brings to his task improved resources; and, bating a certain similarity of physiognomical character among the charity children, who look like sisters by blood as well as by institution, his intention is technically well rendered.

Grasmere (258) is an excellent landscape by Mr. Witherington :—so is Ambleside, Westmoreland (536). Both are expressive of the same powers, in recording Nature in her Northern varieties, which gained him reputation as a transcriber of the features of Kent. The hop-gardens of the latter, nevertheless, invite back this painter to the presentment of some of the most characteristic incidents in the agricultural life of our island.

Mr. H. N. O’Neil’s Mozart’s last Moments (488) is derived from the affecting description in Mr. Holmes’s life of the composer “At two o’clock on the same day, which was that of his death, he had been visited by some performers of Scheckaneder’s theatre,—his intimate friends. The ruling passion was now strongly exemplified. He desired the score of the ‘Requiem’ to be brought, and it was sung by his visitors round his bed, himself taking the alto part. They had proceeded as far as the first bars of the ‘Lacrymosa,’ when Mozart was seized with a violent fit of weeping.” The picture is well grouped, and painted with much firmness,—and as far as can be judged of the details, they are wrought with care. Consulling the Astrologer (332) is the oft-told tale of female curiosity seeking to anticipate the secrets of futurity at the hands of the mystic who makes his market of credulity. The picture is wanting in the charms of feminine beauty,—and wants also the simplification of effect which the suppression of much of the details of the background would have given. Both pictures are proofs of the painter’s unremitting zeal.

In the delineation of animal nature, repose rather than action is the condition commonly selected by our artists. The exceptions are rare :—but here we have one in Mr. Ansdell’s large picture of The Wolf Slayer (538). This is a composition of great ability,—the various forms being delivered with remarkable spirit and energy. We have never before seen the painter bo successful : and his success on the present occasion is owing as much to the independence and originality of the style as to the more refined execution and more freshly contrasted character of the tints. The picture, we repeat, is a great advance on all Mr. Ansdell’s previous efforts,—and is in a new mode of thinking, which he will do wisely to pursue.

Mr. F. R. Pickersgill’s Syrens three (159) shows an improvement in his description of human forms. His composition, like Mr. Frost’s of the same subject, draws upon the knowledge and taste derived from the comparison of antique sculpture with the accidental character of the living figure. The combinations are good, and the contours are correct. The colour in many of the forms is of especial beauty, and an improved sense of harmony reigns in the general effect. The Maids of Alcyna, the Enchantress endeavouring to tempt liogero (463) is not so good as a composition, nor so correct in drawing ; but it is another proof of Mr. Pickersgill’s talent as a colourist and of his general good taste and fancy in the department of poetical art.

Mr. Dyce’s picture this year is less demonstrative than is usual with his works of study at the highest sources. Omnia Vanitas (43) refers rather to the schools on this side the Apennines than to the Florentine or Umbrian masters. His Magdalen forms are less correct in their proportions than is customary with this erudite artist.

There is so much ability and spirit in two works by men young in age and in fame, mixed up with so much that is obsolete and dead in practice, that some remark is demanded on a system whose tendency may be hurtful to our growing artists and to our school. The Isabella (311) of Mr. J. E. Millais, imagined from a poem bv Keats, and Rienzi vowing to obtain Justice for the Death of his younger Brother slain in a skirmish between the Colonna and Orsini Factions (324), by Mr. Hunt, are both by artists with whose names we have had before but slight acquaintance. Both are a recurrence to the expression of a time when the art was in a state of transition or progression rather than of accomplishment. If the artist must have some particular model for his practice, the perfect rather than the imperfect would surely be a wise adoption. When a German critic recommends “clinging to the old masters assiduously, emulating their unalterable truth and beauty, till they become a second nature to eye and soul,” his advice must be accepted in an enlarged and philosophic sense, not in that literal and narrow view which would reproduce a mere phase in the gradual developement of the art. As unwise would it be were the literary student to recur to days when our vernacular was under the immediate influence of German or French association for his phraseology in a time when our language is rich and complete. The German authority above alluded to, speaking of the spirit in which previous practice may be followed, very justly observes,—“To attempt to engraft the genius of foreign nations upon our own is indeed a most dangerous experiment. National art and taste are infallibly destroyed, and foreign excellence is rarely if ever attained. The justice of these remarks as applied to the imitative system in painting must be evident, and the inconsistency to which it leads is subversive of all national characteristics,” &c. The faults of the two pictures under consideration are the results of the partial views which have led their authors ta the practice of a time when knowledge of light and shade and of the means of imparting due relief by. the systematic conduct of aerial perspective had not obtained. Without the aid of these in the treatment of incident and costume, we get but such pictorial form of expression as seen through the magnifying medium of a lens would be presented to us in the mediaeval illumination of the chronicle or the romance. Against this choice of pictorial expression let the student be cautioned. He may gain admirers by it among those whose antiquarian prejudices may be gratified by the clever revival of the merely curious; but he will fail to win the sympathies of those who know what are the several integral parts necessary to making up the great sum of truth.

In classing together these two works, it should be understood that reference is made merely to the correspondence of view which has actuated both artists. In their several elaborations there is a marked difference. Mr. Millais has manifested the larger amount of resource. There is excellent action, painting, and character in the several heads of his picture—well distinguished in age and sex,—and in certain occasional passages of incident and of form : but the picture is injured by the utter want of rationality in the action of a prominent figure,—carried almostto the verge of caricature. This figure extends his unwieldy leg in the immediate front of the picture bo as not merely to divide attention with but to appropriate all the interest from the love-sick Lorenzo and the fair Isabel—who


Could not sit at meals but felt how well

It soothed each to be the other by.



In addition to this absurd piece of mannerism, there is in the picture that inlaid look—that hard monotony of contour and absence of shadow—which are due to the causes before stated.—In Mr. Hunt’s picture it is the intention or design alone which can be estimated : and there are force of thought and concentration of purpose, though expressed in such affected language.

Mr. J. C. Hook has a picture of The Chevalier Bayard wounded at Brescia (177), where “fair, virtuous and well-trained” damsels “afforded much pastime to the Chevalier during his illness by their choice singing, playing on the lute, and their much cunning needlework.” In the selection of his theme Mr. Hook reminds us in no slight degree of the time when it was the wont of Mr. Eastlake to recur to the page of the Italian historian or romance. His mantle, since he has all but abandoned our Exhibitions, has fallen on no unworthy shoulders. Mr. Hook’s ‘Bavard’ exhibits a like acquaintance with and appreciation of the virtues of Venetian art,—,—and is in taste and refinement no way inferior, nor in the unison with these of the severer qualities of form and character. Neither has Mr. Hook shown any inferiority in the power of telling his story,—or in a sense of the balance of colour and of general harmony. Less to our taste is Othello’s first suspicion (382), though it is impassioned in sentiment and vigorous in colour. Bianca Capello (517) unites with the others to satisfy us that Mr. Hook will be one of the prominent men of his day.

A Watteau-like sense of elegance and gaiety has been infused by Mr. W. D. Kennedy into a landscape and figures called Happy Hours—Italy as it was (419). There is much of grace in the employment of the figures as well as in their several actions,—and of life and buoyancy in the selection of colour; but there is a uniformity of touch in the vegetation, which is inexpressive of species, and looks monotonous. In all other respects this picture speaks of experience of eye and facility of hand.

Mr. Cope’s First Born (207) ingeniously represents an ordinary incident on the scale of nature, in a canvas of small extent. A young married pair are bending over the slumber of their child. The general truth of the actions is not sustained, owing to an involvement of contour occasioned by the pose of the sleeping infant : which, besides being untrue, is destructive of that idea of simplicity and artlessness that belongs to infancy. Griselda’s First Trial (117) is the coloured study for the fresco in the House of Lords:—and Fireside Musings (100) is a simple figure of a girl sitting by the chimney of a modernly appointed house. The details in this are wrought with all the perfection of the genre-School, and declare the versatility of the artist’s powers.

There is a look of so much fact such genuine and honest working—in an Interior of an English Cottage (39), by Mr. G. Hardy, that we hope to make future acquaintance with the artist on more extended scale and in more important subject. Another little interior entitled The Grandmother (475), where she is seen instructing a child, is equally an evidence of hie talent.

Mr. A. Solomon has been more fortunate than usual in his choice of incident,—The Academy for Instruction in the Discipline of the Fan, 1711 (497), from The Spectator. The artist has introduced us into the school-room where the pedagogue in flirtatation is imparting to a class of as varied, quick, and ready scholars as master ever found the several evolutions with which conquest or annihilation is to be dealt out by the instrument in question. “Women,” says the paper referred to, “are armed with fans as men are with swords, and sometimes do more execution with them. To the end, therefore, that ladies may be entire mistresses of the weapon they bear, I have erected an academy for the training up of young women in the exercise of the fan, according to the most fashionable airs and motions that are now practised at court.” Mr. Solomon shows not only the youthful beauty anxious to enhance by every little grace or artifice the value of natural endowments, but the less favoured class anxious to lose no means that may help to supply their absent place. He has thus gained contrast to heighten the value of his individualities. The forms of beauty and of plainness are in their separate characters and befitting gestures costumed and appointed to a nicety. The painter shows both propriety and humour. The air with which the instructor manœuvres his fan is comic even to the verge of improbability. The figures are on a larger scale than is customary with this painter; and a greater fluency of style in handling has been the result of careful practice.

Mr. Severn has produced a small picture which he calls The Holy Sepulchre (549). It is one of those pictorial preachings which it is rarely the habit of our artists to execute,—and assuredly not much the disposition of the day to receive; and he labours under the disadvantages of the position in which he has thus placed himself. The language of allegory in Art has long ccased to be a medium through which to address the mind—whether that may be attributed to degeneracy of poetic feeling or to the advance of common sense. Our sources of knowledge are now so abundant, so varied, and so clear, that forms of expression which meet us in hieroglyph or in cipher fail comparatively of their appeal, and will find few who have time or disposition to interpret them. The description which Mr. Severn has thought it necessary to give in the Catalogue of his intention—describing the motives of the actions and expressions in his picture—is a criticism on its obscurity. The explanation which announces that a particular arigel is looking up or looking down in an expression of joy or of woe, has, too, so much of the language of the showman as to provoke irreverent emotion where all should be solemnity and respect. The merits of the greatest technical skill would scarcely suffice to redeem from such untoward association—and the time and undisputed talents of this artist would be better exercised on themes more in accordance with the spirit of the age. Mr. Severn has shown some clever painting in the details of figures and in the landscape background ; though a greater difference in the forms of the heads would have been more consistent with the variety of emotions intended to be conveyed. There is enough in the picture to prove that with a more suitable theme Mr. Severn would have done more credit to his name.

Each succeeding visit to the Exhibition adds to the conviction that they who had charge of the hanging have had small consideration for the most important and difficult range of the art. It would be invidious to point to the numerous particular instances of preference given to examples in the humbler departments. Commonplace landscapes, commonplace transcriptions of animals, and vulgar versions in portraiture meet the eye at every turn—while placed high is seen some work of pretension whose merits demanded a better place, and whose better placing would have lent greater attraction and variety to the general aspect of the show. Christ bearing the Cross (439), by Mr. W. H. Darley—a name of which we have not before heard—is one of these latter instances. This is a half figure well intentioned, with good and just expression: with faulty drawing, it may be admitted, but conceived in a spirit not slightly congenial with the pathos of a Piombo.

By means of Mr. J. Chalon’s little scene Tourists in the Tyrol (92) the traveller is enabled to renew acquaintance with a portion of some of the moat interesting country in Europe. Slight and sketchy in its execution, it yet brings before the mind vividly all the circumstances of the scene.—The well-chosen situation of the little summer-house, which commands so good a view of the lake—the neighbouring villa—the introduction of the tourists who, spy-glass in hand, are scrutinizing the beauties stretched out before and around them—all contribute to the spirit of the view. Of the two little studies by Mr. Jones—Swanilda, accused of crime, exposed to be killed by wild horses (168), of which the able chiar-oscuro drawing will be remembered—and the Sketch for an Altar-piece (173),—the last will be best liked. Presenting an episode of the hour of the Crucifixion, Mr. Jones shows how the rocks were rent, and in the general convulsion of nature masses of human beings participated in the confusion of the time. The main incident is alluded to by the appearance of Calvary in the extreme distance. The thought is highly poetic—and is worthy to be reproduced in enlarged dimensions.

There is considerable sentiment in a little picture of a mother watching the slumbers of her child,—The Passion Flower (437), by Mr. John Bridges. The sweet tones in the half shadow thrown over the infant contribute to the air of repose; and its other refinements are heightened by their marked opposition to the tint and character of the parent who is anxiously regarding her offspring.

Mr. H. Pickersgill, jun. has this year again made progress in a scene from Thierry’s History (470) where Robert surnamed ‘The Devil’ first obtains sight of his future wife. One day, returning from the chace, he beheld a young girl of Falaise, with whose beauty he was struck, as he looked on her washing linen, with her companions, in a stream.—She became the mother of William the Conqueror. This is an ambitious composition,—to which Mr. Pickersgill has brought the qualification of increased breadth and largeness of style that is indicative of future excellence.

Of the many younger painters of the genre school more steady advance is observable in few than in Mr. Philip.—His Drawing for the Militia (284) exhibits the boldness of his style and his vigour and facility of execution. These impart to his conceptions a masculine character, which, while it is singular, avoids vulgarity.—Representing the time of a century since, he has suffered no incident to escape him that should contribute to the telling of his story. To the large accoutred figure in the foreground who stands with his back presented to the spectator, we should take exception,—as, besides its tendency to coarseness of sentiment, occasioning an interference from the magnitude of its scale with the main action in the mid-distance of the piece.

FINE ARTS

ROYAL ACADEMY.

Portraiture.

THE representative powers of Fine Art are manifested either in the imagined ideal or in the actual individual,—in other words, in the creation and developement of incident or in the transcription of especial circumstance. Poetry, history, and romance furnish the themes for the first :—in the last the individual objects of creation form the studies of the painter, as they do of the naturalist. Having in previous notices commented on the leading works of imagination which the present year’s Exhibition at the Royal Academy includes, our attention will this week be turned to the department of Portraiture. Before, however, entering into particular notices of the best works of the present period now on these walls, it may be serviceable to indulge in some remarks on the introduction and progress among us of this form of Art, and in some reflections on the cause of its present decline.

In its true and complete intent and meaning, we take the Portrait to be that Art-presentment in which we read the history of the original as much almost as his immediate individuality. Not merely should we have the forms and the distinct and peculiar action characteristic of the individual as distinguished from all others, but the moral impress—the result as it were of the habitual thought—that stamps the idiosynocrasy of the subject. In this way it is, that a portrait gallery would be an informer of the highest interest,—handing down to us the very presence, as it were, of the men who are yet morally with us by their influence on the condition of things amid which we live. The history of Art accordingly shows us Portraiture early associated with the highest names and with the loftiest aim. In its first form this branch is not seen narrowed to the exclusive practice of a professor—but mingled with the general practice of the highest painters of imagination. We need only recall the attention of our readers to the fact that from the hands of Giotto, in his portrait of Dante, we obtain our most authentic knowledge of the personality of the Tuscan bard. By means of the art of Simone Memmi we are made acquainted with Petrarch and the host of his contemporaries—literary, artistic, and political—in the adornments of the far-famed chapel of the Spaniards. Both these aim at individuality,—have that intense rendering of the intellectual speciality to which we have alluded, with a beautiful simplicity of the means employed in their artistic revelation. Proceeding onwards, the evidences are continued of adherence to the same integrity of views, with an improvement in the Art-language of the record,—in the representations of the Medicean family and other distinguished characters in the Pisan Campo Santo by Gozzoli; and yet higher forms of portrait expression meet us at a still more advanced period in the frescoes by Ghirlandajo occupying the space behind the altar of Sta. Maria Novella, or in the Chapel of the Trinità. Here the more enlarged Art-intention never induces the painter to lose sight of the individual look and bearing. We may refer also to the constant occurrence of the head or figure of the donatore in votive pictures. The same spirit which Raffaelle, inheriting this practice, infused into many of these votive pictures as in the heads of the donatori of the Madonnas del Foligno and St. Sisto—he carried into those minor performances in which the objeetive truth was unassociated with religious influences.

We are thus brought down to a period when the art of Portraiture was in the hands of the “divine painter,”—constituting a distinct branch. In the early portraits of Angelo Doni and of his wife—in the ‘Leo between the Cardinals’—in the warlike Julius—in the Cardinal Bibbiena—are seen the same high sincerity of purpose arriving at the true perception of character; the powerful presentment of habitual expression being helped probably by the advantage which the painter enjoyed in constant personal intercourse with his originals. For it must be borne in mind that in those days—as will be seen also in the works of Holbein—it was not the habit of the artist to “chronicle small beer.” The time and talents of the portrait painter were not then dissipated in the record of insignificance or deformity—and the art had not degenerated to a trade. The sitters were a picked class, and the painters were impressed with the importance of rendering them to posterity. That Holbein, with whose works the English student may make such intimate acquaintance, wrought with such motive is proved by the fact that his portraits are corroborated by the estimate which must be formed from our knowledge derived from other sources of the lives and histories of his originals. It was with sounder feeling and improved art that the painter of ‘Cadore’ so wrought in the treatment of the magníficos of Venice as to make a proverb of the “senatorial dignity” which he imparted to them: and Tintoretto, if he did not surpass his master, at least degraded not the model of his stern and simple grandeur. In Sebastian del Piombo the same dignity of native character was preserved; and of Leonardo da Vinci—whose portraits are not abundant—we may point as an example to the celebrated portrait, in Vienna, of Francis Sforza, Duke of Milan. All these artists followed Plutarch’s maxim, laid down in his ‘Life of Alexander:’—“Therefore as painters in their portraits labour the likeness in the face, and particularly about the eyes, in which the peculiar turn of mind most appears, and run over the rest with a more careless hand; so we must be permitted to strike off the features of the soul, in order to give a real likeness of these great men, and leave to others the circumstantial detail of their labours and achievements.” This remark is of importance at a time when we give up so much time and consideration to the elaboration of occasional particulars, and lose sight of the noble qualities of this department of Art. Of Titian it has been observed that the sacrifice which he made to the delineation of the human eye was great : yet though unequalled in its imitation,—and with an execution that leaves us wondering as to the manner of manipulation employed—all things were with him subordinated to the more noble and elevated aim of conveying the habitual expression and dignified look of the class who sat to him. The attitudes are simple and unaffected in all his portraits;and no extrinsic or unnecessary details were ever permitted to interfere with the conception, of character. Before his time, form more than colour was the element studied for siich representations. Holbein aimed at the reproduction of the object before him by means of more force of mere actual truth in form,—and the result was more of formality and rigidity than the truth of light and shade and colour would have given him. This was probably the result of national character. The Venetian presented the more picturesque and luxurious senatorial dignity of his land; while the German brought with him into England the more asetic Teutonic tastes. Titian gives more of the fluctuating emotion,—Holbein more of the fixed and permanent aspect of the general character,—Raffaelle the most sublimated yet vital conception of the countenance, in which we read the workings of the inner soul developed in the absence of all Art-pedantry and without any professional effort.

Our limits compel us to this mere sketch,—and to pass on at once to later times when the dignity of portraiture was differently expressed by Rembrandt. This great artist obtained his results, with a congenial absence of effort or affectation, by means of masses of light and shade and colours, producing the largest amount of general breadth and truth. The ‘Dutch Burgomaster’ survives in equal force of individuality with the ‘Venetian Senator.’ The dashing and intrepid pencil of Velasquez puts the hidalgo on the canvas in all the vitality of his grave deportment and with the most consummate art; just insisting on the main features—and the main features only—of the character, in a language that fascinates as much from its wonderful truth as from its daring execution. In Rubens, the severity and integrity of this art are already on the wane. The principles of the Venetian School are in him seen diluted—and the artist himself and his palette divide the attention of the spectator. Richness of colouring, vigour of light and shade, and the commencement of a taste for accessorial introduction are seen gaining ground. His canvasses are given up to combinations that sacrifice to the desire of engrafting the resources of historic art the separate integrities of the abstract and the actual. The same influences are seen directing his scholar Vandyke; and in his hands have resulted in some of the most refined and varied specimens of painting—technically viewed—that are extant. The residence of the painter at the court of the unfortunate Charles enriched the collections of our nobility with many a costly example; but the style of Vandyke—already broken loose from the safer moorings—was, after him, deteriorated in the hands of the Dobsons and Rileys and Jamesons. They mistook the letter of his practice for its essence. The sense of the picturesque and the variety which Vandyke possessed they exchanged into mere attitudinizing. The picture making mania which descended to, and was managed with a certain skill and taste by, Lely gradually degenerated into the worst species of affectation. The inordinate conceit of Kneller passed into the imbecility of Richardson ; and the art was only rescued by Sir Joshua Reynolds from the utter extinction into which it threatened to subside with his Master Hudson.

To Reynolds, then, is due the resuscitation of this branch of Art; but while he has the credit of having founded a school, the peculiar nature of his practice has been mistaken. His pictures have been erroneously read ; and his brilliant example, instead of a beacon, has proved an ignis fatuus. We cannot here go into a minute investigation of his merits and defects. His expansive and liberal mind entertained no prejudice. He sought good from every source; and the philosophic spirit which his writings display directed the means that he had amassed into a channel of developement which was a compromise with himself. The disadvantages of a defective education under which he laboured he had the noble honesty to avow. Noble and just, we say, the avowal was—for it pointed out to the student his apprehensions lest his errors might be mistaken for merits. With an originality of genius that sought peculiarity and boldness of style where he had not the power to be correct, he made a combination of the colour of Titian, the grace of Correggio, the concentrated effects of Rembrandt, and the moral dignity of Titian, Raffaelle and Holbein—while he lost none of the picturesqueness derived from the study of Vandyke. Two of the highest examples of portraiture in the world are his ‘Mrs. Siddons as the Tragic Muse’ and ‘Lord Heathfield, as the Governor of Gibraltar.’ His women and children are for grace, purity and simplicity unsurpassed by Correggio. His figure of ‘The Infant Hercules’ is a convincing proof that he felt like Buonarotti. His colour is often as fine as Titian’s,—and his effects as Rembrandt’s. The wide range which he thus took justly placed his reputation as a portrait-painter on the firmest basis, and imitators thinking themselves rivals sprang up every season. The school of which he was the founder—that of the Romneys, the Hoppners, &c.—was extensive, and included much of excellence. Of those who had the stamina to resist contagion, the worthiest was Opie, who suffered not his Rembrandt-like disposition and Carravagiesque treatment to be interfered with by the example of the Master. Gainsborough by an elegant and graceful style preserved the like independence. At no one time could any country have shown so great a mass of excellence in this peculiar branch of Art as at this period of the school in question. That, however, which began in originality was gradually lowered by plagiarism. Mere facility of handicraft betrayed into mannerism those who mistook it for the ready expression of genius. Lawrence sought to redeem it from the conventions into which it was falling by introducing more care into the drawing of his forms and into the local truth of his colour:—but his taste was not of high caste. He had not studied at high sources—wanted a greater incitement to improvement than the rivalry of the school of imitators which Reynolds had left supplied—and when he took the lead after they had all died out, suffered himself to be led away by the conventions of fashionable life. His portraits are, in some respects, next in merit to Reynolds’s; yet, while they are better in their drawing, they want masculine character in the men, purity in the women, and artlessness in infant life. Under the example of his success, original simplicity of action gave place to attitude—the severe to the graceful or the smiling expression—the background instead of being accessorial became a main feature, and had all kinds of particulars introduced into it. Engravings of such portraits—which the station of the originals commanded—spread the evil till it became the epidemic which the walls of our Exhibition rooms now show. Owen and Jackson and Raeburn and Phillips among the dead may be mentioned in the list of those who maintained their independence and individualities of practice during the tide of Lawrence’s fashion ; and among the living Pickersgill is the only one of that artist’s contemporaries who has resolutely pursued his own view without deviation or plagiarism. It will be understood, then, that the exceptions which we have to ofter to our general charge of the degeneracy of portraiture as exhibited on the walls of this Exhibition are few ia number. Old combinations derived for the millionth time from the same prints make up the mass. According to all present appearances, when a few whom we shall have here to name shall in the course of nature have passed away, the art of portrait painting will have sunk to its lowest depths :—until some great reformer shall arise who will give a new impulse to it by the influence of draughts deep-drunk at those invigorating old well-springs of health and activity which supplied Reynolds himself with the current of his freshness and his vigour.

Mr. Pickersgill takes the lead as the painter of male portrait; the halls and public buildings in and about the metropolis, as well as private collections, bear abundant evidences of his knowledge and facility in the conduct of a picture—perpetuating studies of literary, scientific, and other intellectually distinguished persons. Admiral Sir Edward Owen, G.C.B. (145), Thomas Cubitt (212)—a picture commissioned by subscription of the builders of London to be presented to the original as a testimonial of their esteem —Sir Robert Buckley Comyn, lute Chief Justice of Her Majesty’s Supreme Court, Madras (264), Thomas Grissell (337), Charles Barry (85), The Dean of Windsor (480), and Sir R. Murchison (78), are all evidences of the painters long experience and of his supremacy in his art.

Mr. Watson Gordon comes next, for a good, honest, sterling style, without affectation. There is always much truth in Mr. Watson Gordon,—such absence of chromatic parade as almost constitutes a Puritanism in Art. For quiet dignity and repose this artist cannot be surpassed. A good illustration, is his Portrait of the Very Rev. John Lee, D.D., Principal of the University of Edinburgh and Dean of the Chapel Royal (523). For the grave propriety befitting the character it is remarkable. This is one of the finest portraits here:—it would have shown better taste if a greater preference had been given to it in the arrangement of the principal room. The portrait of John Clow (504) is characteristic of a gentleman well known for his taste in collecting modern Art. There is novelty in the arrangement of the background of Lord Rollo (307) ; and the experiment of reversing the usual arrangement by relieving the head against a light mass, centrally placed, shows enterprise. Isolated, however, as the effect here is, and not carried out by any subordinate, objects, the intention becomes too obvious. Very fine is that study of Sir Thomas MakDougall Brisbane, the President of the Royal Society of Edinburgh (61). For character and expression it is worthy of any time. This picture, taken along with that of Principal Lee, should in themselves suffice to stamp Mr. Gordon’s fame. J. Shaw Lefevre (179) is an admirable likeness, wherein the painter’s taste is seen in the adoption or rejection of whatever was essential to express the character of his subject. The male portraits even of Messrs. Pickersgill and Watson Gordon all exhibit careful, studied and calm deportment wrought out with elaboration—divested of the bravura that descends into flippancy, or the vulgar arrangements of the commonplace mind.

There is a good study of the Ex-minister M. Guizot (7) by M. V. Mottez,—rendering the sensibility and intelligence of the original. John Bright, Esq. (71) by the Secretary, Mr. Knight, is an extraordinary likeness ;—as is Richard Webb Jupp, Esq. (136) by the same. There is a capitally painted head of Sir James Cockburn (86) by Mr. Say; and there are excellent character and colour in Mr. Boxall’s study of William Cubitt, Esq.(V. 26). Mr. Hollins’s portrait of William Bailantine, Esq. (150) is remarkable for its manly character, good drawing, and clear colour. Nor must we omit to mention Mr. Brigstocke’s leviathan portrait of The late Pacha Mehemet Ali (291). While we object to the enormous amount of canvas, we must admit that the artist has employed it in producing a very characteristic distance. Mr. Brigsiocke has shown great attention to the minutiiæ of his materials. Mr. Mogford’s study of Mr. Cousins (310) is very like the eminent engraver,—while the expression is rather too severe. Mr. Say’s Viscount Emlyn (329) is capital, with an excellent background. One of the principal male heads is that of M. de Lamartine (442) by Mr. H. W. Phillips. It is strikingly like, beautifully drawn,—and gives promise that if Mr. Phillips will set himself honestly to work he may take a high rank in his own department. His Octavius Smith, Esq. (487) is of the same class of art,—though not so good a subject Mr. Grant’s Earl of Wilton (530) is his best male head; and though but a sketch, as it were, is refined.

Mr. Grant and Mrs. Carpenter, the chief of our painters of ladies, are not here in their accustomed strength in that line. Mrs. Entwisle (77) is Mr. Grant’s most attractive performance. It is well coloured and has grace. The Countess of Zetland (243) is also to be remarked ; but the Adelaide Kemble as Semiramide (350) shows that JMr. Grant must confine himself to the actual, and not wander into the realms of fancy,—Mrs. Carpenter’s portrait of Mrs. John Walton (90) is, for unaffected character, action, and sterling painting, the best female picture in the Exhibition. Mr. E. Dubufe’s portrait of Mrs. Fraser (54) is a remarkable picture. While we object to the badness of the taste—being French in the extreme, the action more especially—the excellence of the drawing and the beauty of the finishing must be acknowledged. Mrs. Richard Talbot (219), by Mr. Hollins, is excellent for its lady-like character and for the refinements of the painter’s art: added to which it is original in style. The dearth of interest is nowhere so much felt as in this department,—and the pancity of the examples which we have been able to adduce in testimony of excellence in it unparalleled in our memory.

There is no one who surpasses Mrs. Carpenter in the delineation of juvenile forms. Her children speak of an observation which has watched their movements and entered into their feelings. She gives us none of the attitudinizing which is characteristic of more mature age, when the sitters desire to look their best,—but the unconscious, simple, and candid airs of unacted aspect. The Children of George Smith, Esq. (376) excellently exemplify Mrs. Carpenter’s powers as well of observation as of art. Mr. Say’s Son of Martin Tucker Smith, Esq. (435) is excellently painted, and the artist has well preserved the juvenile character :—but there is no one better expression here of infantine form than in The Infant Son of T. K. Hervey, Esq. (120), by Mr. Frank Stone. This is a most capital transcription of beauty of form, intelligence of character, and innocence. In this picture the painter proclaims himself in a department new to him :—and one which it will well serve his interests, to judge from this specimen, to follow up There is some very good painting in a bold study by Mr. Sant of Francis, Son of William Beckford, Esq. (102). The action is uncommon, yet probable. Mr. Boxall’s Portrait (48) of a lad is one of the best achievements here of its kind. It is fine in expression and beautiful in colour.

And this is all that we can say for the Portrait department of the Exhibition.
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THE FRESCOES OF THE NEW HOUSES OF PARLIAMENT.

Now that we see the effect of a state approaching to completion, of the House of Lords, we fear that as a decorative element, painting will be there found secondary to carving and gilding ; as, in seeking the great prelections of Religion, Justice, Chivalry, and Mercy, the eye is fretted by the endless system of gothic points which is preferably present to it. This may lie as a reproach at the door of no individual, but it is nevertheless, a nationally collective assent, in preference of a vulgar magnificence, to that which still is the “medicine of the soul.” The artists have had none of the aids of distinctness in their favour, and yet their works will better bear out a close inspection than many boasted productions of the most experienced continental schools. The compartments in which these works are painted are fourteen feet high on the walls of the galleries at the extremities of the House of Lords. Of the two last of the frescoes, of which we have now to speak, one, “Justice, illustrated by the Committal of Prince Henry by Gascoigne,” the work of Mr. Cope, occupies the compartment behind the throne ; the other that of Mr. Maclise, entitled the “Spirit of Justice,” is in the compartment immediately opposite, and in a light much less favourable. Difficulties of position and circumstance are additional obstacles to the execution of works of Art according to ordinary rules, and even insomuch as to cause failures, of which splendid examples are not wanting. Imperfect light demands a generous breadth of treatment, magnitude and free development of parts, simplicity of composition, and hence, the avoidance of all minutiæ. Anything having the appearance of a work of Art, comparatively small, should have been avoided in the House of Lords. The space, however, which has been allotted to these admirable works renders them comparatively small, and the light by which they are seen, does not allow them their value.

Mr. Cope’s work, “Justice,” is based upon a fact illustrative of the impartial administration of the law. The lord-chief-justice is seated on the left of the composition, and before him, in the custody of an armed constable or serjeant, is the companion of the prince, having his hands bound behind him. The right of the composition is occupied by the confederates of the prisoner, who, about to unsheath their weapons, are rushing forward to release him ; but the prince is in the act of repressing the threatened outrage. The respective characters of the prince, the judge, and the lawless companions of the former, are carefully and successfully distinguished. The self-possession and severe dignity of Gascoigne, are those of a man who would not hesitate in his line of duty, even though the son of his king stand as a culprit before him. The principal figure is, of course, Prince Henry ; who turns to his menacing associates with the air of one accustomed to control them by a word ; and such is the influence that such a man as Henry V. might well be supposed to exercise among men compelled to respect, at least, unflinching and indomitable courage. The prince is the principal light in the picture ; as high a tone as possible having been necessarily given to this figure, from which those of all others are graduated, and the impersonations are all moving and thinking entities of the kind that gives reality to historical Art. The surface of the work is uncommonly fine, and the junctions have been so effectually concealed as to escape the closest observation.

Mr. Maclise’s “Spirit of Justice” is a composition distinguished for less of academic zest and more of subdued sentiment, than are found in preceding works. When we stand before his “Spirit of Chivalry” we feel that we mingle in a throng where every hand is ready for achievement,—that we tread a ground whereon lies a gauntlet and that the challenge is to all comers. But the “Spirit of Justice” is subtle in its argument and more mature in its style—it is a didactic allegory, in which we read of the darkest passions of the soul, and the most exalted attributes of which it can conceive ; and to this end we are made to ascend from much that is human to much that is divine. The paraphrase shows the Spirit of Justice supported on her left by the Angel of Justice, and on her right by the Angel of Mercy,—three figures at once determinable by the usual symbols. Belovv the Angel of Justice is a man accused of murder, in evidence of which, hiscaptor shows a knife yet reeking with the blood of his victim. On the opposite side are the widow and children of the murdered man, together with an executioner and officials. Besides these, are two remarkable figures on the right; one, a Negro slave, and another, who pleads for his liberation—a tribute of honour to the sustained exertions of this country to effect the suppression of the Slave-trade. The Spirit of Justice holds the scales, and the two angeb are respectively distinguished by symbols. These figures all wear whito robes, and although there is no more shade in the work than is necessary to give sufficient force to the composition, the light is so low that a very small portion of this beautiful fresco is discoverable. The feeling, however, and the harmonious play of line which pervade it, are obvious, and every passage that can be distinctly seen is abundantly eloquent. The artist succeeds admirably as an exponent of the pure source of Justice, and the narrative had not told so effectively in any other form than in that of mixed allegory. Justice and her primary ministers, the two angels, being associated with earthly beings, the narrative comes more immediately home to the spectator than if the whole of the impersonations were ideal. With respect to colour, it appears that the artist has departed from a drawing in black and white, only enough to constitute a coloured work—and the mechanical execution is equal to that of the most vaunted professors of fresco-painting.

This work addresses itself to the intelligence in a manner distinct from any other that has preceded it from the same source. The subject is one which Mr. Maclise would not have treated under circumstances similar to those, in which the works whereon his reputation rests have been executed. The chivalrous à plomb and dramatic bearing which so strongly characterise his best pictures, could in nowise with propriety be made to qualify a subject worked out in a manner to exhibit humanity as dross, contrasted with a more exalted essence. If we revert to his “Macbeth,” his “Hamlet,” “Ordeal by Touch,” or any other of his more important productions, he is ever the same weird master of the writhings of the human heart. But in “Justice” these salient points were inadmissible, and others by which they are supported have been subdued. The human impersonations are few, but the majesty and dominion of the “Spirit” and her angels, could not be more felt had they a numerous crowd bending in homage before them.

There are, it will be remembered, six compartments in the House of Lords—the works which have been executed in the others we have already noticed—being, “The Baptism of Ethelbert,” by Dyce ; “The Spirit of Religion,” by Horsley; “The Spirit of Chivalry,” by Maclise, and the former fresco by Cope ; wherein, with these that are just finished, the essentials of the British Constitution are embodied. There is another work in progress, by Herbert, in another part of the building—“The Poets’ Chamber,” but it is not yet sufficiently advanced for notice. The subject is “Lear disinheriting Cordelia,” of which an oil study was exhibited at the Academy last season ; and in the same room, “Saint Cecilia,” a composition from Dryden, is in progress by Tenniel. This work is known from a lithograph which has been executed for private circulation ; but the artist has made in his cartoon some most judicious changes since this print appeared. It will also be remembered that a cartoon and a coloured sketch, by Cope, were exhibited at the Royal Academy last year. The subject was “The Trial of Griselda,” from Chaucer. Thus in the House of Lords the destined compartments are filled, and the work of fresco-painting is progressing in other parts; but it is to be hoped that the light will be moro favourable than in the Upper House. The other frescoes are in such an advanced state of progress, that we shall shortly be enabled to speak of them in their finished state.
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The Subject in Art

(No. 1.)

IF Painting and Sculpture delight us like other works of ingenuity, merely from the difficulties they surmount; like an ‘egg in a bottle,’ a tree made out of stone, or a face made of pigment ; and the pleasure we receive, is our wonder at the achievement ; then, to such as so believe, this treatise is not written. But if, as the writer conceives, works of Fine Art delight us by the interest the objects they depict excite in the beholder, just as those objects in nature would excite his interest ; if by any association of ideas in the one case, by the same in the other, without reference to the representations being other than the objects they represent :—then, to such as so believe, the following upon ‘SUBJECT’ is addressed. Whilst, at the same time, it is not disallowed that a subsequent pleasure may and does result, upon reflecting that the objects contemplated were the work of human ingenuity.

Now the subject to be treated, is the ‘subject’ of Painter and Sculptor ; what ought to be the nature of that ‘subject,’ how far that subject may be drawn from past or present time with advantage, how far the subject may tend to confer upon its embodiment the title, ‘High Art,’ how far the subject may tend to confer upon its embodiment the title ‘Low Art;’ what is ‘High Art,’ what is ‘Low Art’?

To begin then (at the end) with ‘High Art.’ However we may differ as to facts, the principle will be readily granted, that ‘High Art,’ i. e. Art, par excellence, Art, in its most exalted character, addressee pre-eminently the highest attributes of man, viz. : his mental and his moral faculties.

‘Low Art,’ or Art in its less exalted character, is that which addresses the less exalted attributes of man, viz. : his mere sensory faculties, without affecting the mind or heart, excepting through the volitional agency of the observer.

These definitions are too general and simple to be disputed ; but before we endeavour to define more particularly, let us analyze the subject, and see what it will yield.

All the works which remain to us of the Ancients, and this appears somewhat remarkable, are, with the exception of those by incompetent artists, universally admitted to be ‘High Art.’ Now do we afford them this high title, because all remnants of the antique world, by tempting a comparison between what was, and is, will set the mental faculties at work, and thus address the highest attributes of man ? Or, as this is owing to the agency of the observer, and not to the subject represented, are we to seek for the cause in the subjects themselves !

Let us examine the subjects. They are mostly in sculpture ; but this cannot be the cause, unless all modern sculpture be considered ‘High Art.’ This is leaving out of the question in both ages, all works badly executed, and obviously incorrect, of which there are numerous examples both ancient and modern.

The subjects we find in sculpture are, in “the round,” mostly men or women in thoughtful or impassioned action : sometimes they are indeed acting physically ; but then, as in the Jason adjusting his Sandal, acting by mechanical impulse, and thinking or looking in another direction. In relievo we have an historical combat, such as that between the Centaurs and Lapithæ ; sometimes a group in conversation, sometimes a recitation of verses to the Lyre ; a dance, or religious procession.

As to the first class in “the round,” as they seem to appeal to the intellectual, and often to the moral faculties, they are naturally, and according to the broad definition, works of ‘High Art,’ Of the relievo, the historical combat appeals to the passions ; and, being historical, probably to the intellect. The like may be said of the conversational groups, and lyrical recitation which follow. The dance appeals to the passions and the intellect ; since the intellect recognises therein an order and design, her own planning ; while the solemn, modest demeanour in the religious procession speaks to the heart and the mind. The same remarks will apply to the few ancient paintings we possess, always excluding such merely decorative works as are not fine art at all.

Thus it appears that all these works of the ancients might rationally have been denominated works of ‘High Art;’ and here we remark the difference between the hypothetical or rational, and the historical account of facts ; for though here is reason enough why ancient art might have been denominated ‘High Art,’ that it was so denominated on this account, is a position not capable of proof : whereas, in all probability, the true account of the matter runs thus—The works of antiquity awe us by their time-hallowed presence ; the mind is sent into a serious contemplation of things ; and, the subject itself in nowise contravening, we attribute all this potent effect to the agency of the subject before us, and ‘High Art,’ it becomes then and for ever, with all such as “follow its cut.” But then as this was so named, not from the abstract cause, but from a result and effect ; when a new work is produced in a similar spirit, but clothed in a dissimilar matter, and the critics have to settle to what class of art it belongs,—then is the new work dragged up to fight with the old one, like the poor beggar Irus in front of Ulysses ; then are they turned over and applied, each to each, like the two triangles in Euclid ; and then, if they square, fit and tally in every quarter—with the nude to the draped in the one, as the nude to the draped in the other—with the standing to the sitting in the one, as the standing to the sitting in the other—with the fat to the lean in the one, as the fat to the lean in the other—with the young to the old in the one, as the young to the old in the other—with head to body, as head to body ; and nose to knee, as nose to knee, &c. &c., (and the critics have done a great deal)—then is the work oracularly pronounced one of “High Art,’ and the obsequious artist is pleased to consider it is.

But if, per contra, as in the former case, the works are not to be literally reconciled, though wrought in the self-same spirit ; then this unfortunate creature of genius is degraded into a lower rank of art ; and the artist, if he have faith in the learned, despairs ; or, if he have none, he swears. But listen, an artist speaks : “If I have genius to produce a work in the true spirit of high art, and yet am so ignorant of its principles, that I scarce know whereon the success of the work depends, and scarcely whether I have succeeded or no ; with this ignorance and this power, what needs your knowledge or your reasoning, seeing that nature is all-sufficient, and produces a painter as she produces a plant?” To the artist (the last of his race), who spoke thus, it is answered, that science is not meant for him, if he like it not, seeing he can do without it, and seeing, moreover, that with it alone he can never do. Science here does not make ; it unmakes, wonderingly to find the making of what God has made,—of what God has made through the poet, leading him blindly by a path which he has not known ; this path science follows slowly and in wonder. But though science is not to make the artist, there is no reason in nature that the artist reject it. Still, science is properly the birthright of the critic ; ’tis his all in all. It shows him poets, painters, sculptors, his fellow men, often his inferiors in their want of it, his superiors in the ability to do what he cannot do ; it teaches him to love them as angels bringing him food which he cannot attain, and to venerate their works as a gift from the Creator.

But to return to the critical errors relating to ‘High Art,’ While the constituents of high art were unknown, whilst its abstract principles were unsought, and whilst it was only recognized in the concrete, the critics, certainly guilty of the most unpardonable blindness, blundered up to the masses of ‘High Art,’ left by antiquity, saying, “there let us fix our observatory,” and here came out perspective glass, and callipers and compasses ; and here they made squares and triangles, and circles, and ellipses, for, said they, “this is ‘High Art,’ and this hath certain proportions then in the logic of their hearts, they continued, “all these proportions we know by admeasurement, whatsoever hath these is ‘High Art,’ whatsoever hath not, is ‘Low Art.’ This was as certain as the fact that the sun is a globe of glowing charcoal, because forsooth they both yield light and heat. Now if the phantom of a then embryon-electrician had arisen and told them that their “high art marbles possessed an electric influence, which, acting in the brain of the observer, would awake in him emotions of so exalted a character, that he forthwith, inevitably nodding at them, must utter the tremendous syllables ‘High Art;”’ he, the then embryon-electrician, from that age withheld to bless and irradiate the physiology of ours, would have done something more to the purpose than all the critics and the compasses.

Thus then we see, that the antique, however successfully it may have wrought, is not our model ; for, according to that faith demanded at setting out, fine art delights us from its being the semblance of what in nature delights. Now, as the artist does not work by the instrumentality of rule and science, but mainly by an instinctive impulse ; if he copy the antique, unable as he is to segregate the merely delectable matter, he must needs copy the whole, and thereby multiply models, which the casting-man can do equally well ; whereas if he copy nature, with a like inability to distinguish that delectable attribute which allures him to copy her, and under the same necessity of copying the whole, to make sure of this “tenant of nowhere;” we then have the artist, the instructed of nature, fulfilling his natural capacity, while his works we have as manifold yet various as nature’s own thoughts for her children.

But reverting to the subject, it was stated at the beginning that ‘Fine Art’ delights, by presenting us with objects, which in nature delight us ; and ‘High Art’ was defined, that which addresses the intellect ; and hence it might appear, as delight is an emotion of the mind, that ‘Low Art,’ which addresses the senses, is not Fine Art at all. But then it must be remembered, that it was neither stated of ‘Fine Art,’ nor of ‘High Art,’ that it always delights ; and again, that delight is not entirely mental. To point out the confines of high and low art, where the one terminates and the other commences, would be difficult, if not impracticable without sub-defining or circumscribing the import of the terms, pain, pleasure, delight, sensory, mental, psychical, intellectual, objective, subjective, &c. &c. ; and then, as little or nothing would be gained mainly pertinent to the subject, it must be content to receive no better definitions than those broad ones already laid down, with their latitude somewhat corrected by practical examples. Yet before proceeding to give these examples, it might be remarked of ‘High Art,’ that it always might, if it do not always excite some portion of delight, irrespective of that subsequent delight consequent upon the examination of a curiosity ; that its function is sometimes, with this portion of delight, to commingle grief or distress, and that it may, (though this is not its function,) excite mental anguish, and by a reflex action, actual bodily pain. Now then to particularize, by example ; let us suppose a perfect and correct painting of a stone, a common stone such as we walk over. Now although this subject might to a religious man, suggest a text of scripture ; and to the geologist a theory of scientific interest ; yet its general effect upon the average number of observers will be readily allowed to be more that of wonder or admiration at a triumph over the apparently impossible (to make a round stone upon a flat piece of canvass) than at aught else the subject possesses. Now a subject such as this belongs to such very low art, that it narrowly illudes precipitation over the confines of Fine Art ; yet, that it is Fine Art is indisputable, since no mere mechanic artisan, or other than one specially gifted by nature, could produce it. This then shall introduce us to “Subject.” This subject then, standing where fine art gradually confines with mechanic art, and almost midway between them ; of no use nor beauty ; but to be wondered at as a curiosity ; is a subject of scandalous import to the artist, to the artist thus gifted by nature with a talent to reproduce her fleeting and wondrous forms. But if, as the writer doubts, nature could afford a monster so qualified for a poet, yet destitute of poetical genius ; then the scandal attaches if he attempt a step in advance, or neglect to join himself to those, a most useful class of mechanic artists, who illustrate the sciences by drawing and diagram.

But as the subject supposed is one never treated in painting ; only instanced, in fact, to exemplify an extreme ; let us consider the merits of a subject really practical, such as ‘dead game,’ or ‘a basket of fruit;’ and the first general idea such a subject will excite is simply that of food, ‘something to eat,’ For though fruit on the tree, or a pheasant in the air, is a portion of nature and properly belongs to the section, ‘Landscape,’ a division of art intellectual enough ; yet gather the fruit or bring down the pheasant, and you presently bring down the poetry with it ; and although Sterne could sentimentalize upon a dead ass ; and though a dead pheasant in the larder, or a dead sheep at a butcher’s, may excite feelings akin to anything but good living ; and though they may there be the excitive causes of poetical, nay, of moral reflexion ; yet, see them on the canvass, and the first and uppermost idea will be that of ‘Food,’ and how, in the name of decency, they ever came there. It will be vain to argue that gathered fruit is only nature under a certain phase, and that a dead sheep or a dead pheasant is only a dead animal like a dead ass—it will be pitiably vain and miserable sophistry, since we know that the dead pheasant in a picture will always be as food, while the same at the poulterer’s will be but a dead pheasant.

For we have not one only, but numerous general ideas annexed to every object in nature. Thus one of the series may be that that object is matter, one that it is individual matter, one that it is animal matter, one that it is a bird, one that it is a pheasant, one that it is a dead pheasant, and one that it is food. Now, our general ideas or notions are not evoked in this order as each new object addresses the mind ; but that general idea is first elicited which accords with the first or principal destination of the object : thus the first general idea of a cowry, to the Indian, is that of money, not of a shell ; and our first general idea of a dead pheasant is that of food, whereas to a zoologist it might have a different effect : but this is the exception. But it was said, that a dead pheasant in a picture would always be as food, while the same at the poulterer’s would be but a dead pheasant : what then becomes of the first general idea ? It seems to be disposed of thus : at the first sight of the shop, the idea is that of food, and next (if you are not hungry, and poets never are), the mind will be attracted to the species of animal, and (unless hunger presses) you may be led on to moralize like Sterne : but, amongst pictures, where there is nothing else to excite the general ideas of food, this, whenever adverted to, must ever re-excite that idea ; and hence it appears that these esculent subjects might be poetical enough if exhibited all together, i.e., they must be surrounded with eatables, like a possibly-poetical-pheasant in a poulterer’s shop.

Longer stress has been laid upon this subject, “Still Life,” than would seem justified by its insignificance, but as this is a branch of art which has never aspired to be ‘High Art,’it contains something definite in its character which makes it better worth the analysis than might appear at first sight ; but still, as a latitude has been taken in the investigation which is ever unavoidable in the handling of such mercurial matter as poetry (where one must spread out a broad definition to catch it wherever it runs), and as this is ever incomprehensible to such as are unaccustomed to abstract thinking, from the difficulty of educing a rule amidst an infinite array of exceptions, and of recognising a principle shrouded in the obscurity of conflicting details ; it appears expedient, before pursuing the question, to reinforce the first broad elementary principles with what definite modification they may have acquired in their progress to this point in the argument, together with the additional data which may have resulted from analytic reference to other correlative matter.

First then, as Fine Art delights in proportion to the delectating interest of the objects it depicts, and, as subseqently stated, grieves or distresses in proportion as the objects are grievous or distressing, we have this resultant : “Fine Art excites in proportion to the excitor influence of the object;” and then, that “fine art excites either the sensory or the mental faculties, in a like proportion to the excitor properties of the objects respectively.” Thus then we have, definitely stated, the powers or capabilities of Fine Art, as regulated and governed by the objects it selects, and the objects it selects making its subject. Now the question in hand is, “what the nature of that subject should be,” but the subject must be according to what Fine Art proposes to effect ; all then must depend upon this proposition. For if you propose that Fine Art shall excite sensual pleasure, then such objects as excite sensual pleasure should form the subject of Fine Art ; and those which excite sensual pleasure in the highest degree, will form the highest subject—‘High Art.’ Or if you propose that Fine Art shall excite a physical energetic activity, by addressing the sensory organism, which is a phase of the former proposition, (for what are popularly called sensual pleasures, are only particular sensory excitements sought by a physical appetite, while this sensory-organic activity is physically appetent also,) then the subjects of art ought to be drawn from such objects as excite a general activity, such as field-sports, bull-fights, battles, executions, court pageants, conflagrations, murders ; and those which most intensely excite this sensory-organic activity, by expressing most of physical human power or suffering, such as battles, executions, regality, murder, would afford the highest subject of Fine Art, and consequently these would be ‘High Art.’ But if you propose (with the writer) that Fine Art shall regard the general happiness of man, by addressing those attributes which are peculiarly human, by exciting the activity of his rational and benevolent powers (and the writer would add, man’s religious aspirations, but omits it as sufficiently evolvable from the proposition, and since some well-willing men cannot at present recognize man as a religious animal), then the subject of Fine Art should be drawn from objects which address and excite the activity of man’s rational and benevolent powers, such as :—acts of justice—of mercy—good government—order—acts of intellect—men obviously speaking or thinking abstract thoughts, as evinced by one speaking to another, and looking at, or indicating, a flower, or a picture, or a star, or by looking on the wall while speaking—or, if the scene be from a good play, or story, or other beneficent work, then not only of men in abstract thought or meditation, but, it may be, in simple conversation, or in passion—or a simple representation of a person in a play or story, as of Jacquee, Ferdinand, or Cordelia ; or, in real life, portraits of those who are honestly beautiful ; or expressive of innocence, happiness, benevolence, or intellectuality, but not of gluttony, wantonness, anger, hatred, or malevolence, unless in some cases of justifiable satire—of histrionic or historic portraiture—landscape—natural phenomena—animale, not indiscriminately—in some cases, grand or beautiful buildings, even without figures—any scene on sea or land which induces reflection—all subjects from such parts of history as are morally or intellectually instructive or attractive—and therefore pageants—battles—and even executions—all forms of thought and poetry, however wild, if consistent with rational benevolence—all scenes serious or comic, domestic or historical—all religious subjects proposing good that will not shock any reasonable number of reasonable men—all subjects that leave the artist wiser and happier—and none which intrinsically act otherwise—to sum all, every thing or incident in nature which excites, or may be made to excite, the mind and the heart of man as a mentally intelligent, not as a brute animal, is a subject for Fine Art, at all times, in all places, and in all ages. But as all these subjects in nature affect our hearts or our understandings in proportion to the heart and understanding we have to apprehend and to love them, those will excite us most intensely which we know most of and love most. But as we may learn to know them all and to love them all, and what is dark to-day may be luminous to-morrow, and things, dumb to-day, to-morrow grow voiceful, and the strange voice of to-day be plain and reproach us to-morrow ; who shall adventure to say that this or that is highest ? And if it appear that all these subjects in nature may affect us with equal intensity, and that the artist’s representations affect as the subjects affect, then it follows, with all these subjects, Fine Art may affect us equally ; but the subjects may all be high ; therefore, all Fine Art may be High Art.
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On the Mechanism of a Distorial Picture.

Part I. The Design.

IN tracing these memoranda of the course to be pursued in producing a work of the class commonly denominated “Historic Art,” we have no wish to set ourselves in opposition to the practice of other artists. We are quite willing to believe that there may be various methods of working out the same idea, each productive of a satisfactory result. Should any one therefore regard it as a subject for controversy, we would only reply that, if different, or to them better, methods be adopted by other painters, no less certain is it that there are numbers who at the onset of their career have not the least knowledge of any one of these methods ; and that it is chiefly for such that these notes have been penned. In short, that to all about to paint their first picture we address ourselves.

The first advice that should be given, on painting a historical picture, ought undoubtedly to be on the choosing of a fit subject ; but, the object of the present paper being purely practical, it would ill commence with a question which would entail a dissertation bearing upon the most abstract properties of Art. Should it afterwards appear necessary, we may append such a paper to the last number of these articles ; but, for the present, we will content ourselves with beginning where the student may first encounter a difficulty in giving body to his idea.

The first care of the painter, after having selected his subject, should be to make himself thoroughly acquainted with the character of the times, and habits of the people, which he is about to represent; and next, to consult the proper authorities for his costume, and such objects as may fill his canvass ; as the architecture, furniture, vegetation or landscape, or accessories, necessary to the elucidation of the subject. By not pursuing this course, the artist is in danger of imagining an effect, or disposition of lines, incompatible with the costume of his figures, or objects surrounding them ; and it will be found always a most difficult thing to efface an idea that has once taken possession of the mind. Besides which, it is impossible to conceive a design with any truth, not being acquainted with the character, habits, and appearance, of the people represented.

Having, by such means, secured the materials of which his work must be composed, the artist must endeavour, as far as lies in his power, to embody the picture in his thoughts, before having recourse to paper. He must patiently consider his subject, revolving in his mind every means that may assist the clear development of the story : giving the most prominent places to the most important actors, and carefully rejecting incidents that cannot be expressed by pantomimic art without the aid of text. He must also, in this mental forerunner of his picture, arrange the “grouping” of his figures,—that is, the disposing of them in such agreeable clusters or situations on his canvass as may be compatible with the dramatic truth of the whole, (technically called the lines of a composition.) He must also consider the color, and disposition of light and dark masses in his design, so as to call attention to the principal objects, (technically called the “effect.”) Thus, to recapitulate, the painter, in his first conception of his picture, will have to combine three qualities, each subordinate to the other ;—the intellectual, or clear development, dramatic truth, and sentiment, of his incident ;—the construction, or disposition of his groups and lines, as most conducive to clearness, effect, and harmony;—and the chromatic, or arrangement of colors, light and shade, most suitable to impress and attract the beholder.*

Having settled these points in his mind, as definitely as his faculties will allow of, the student will take pencil and paper, and sketch roughly each separate figure in his composition, studying his own acting, (in a looking-glass) or else that of any friend he may have of an artistic or poetic temperament, but not employing for the purpose the ordinary paid models.—It will be always found that they are stiff and feelingless, and, as such, tend to curb the vivacity of a first conception, so much so that the artist may believe an action impossible, through the want of comprehension of the model, which to himself or a friend might prove easy.

Here let the artist spare neither time nor labor, but exert himself beyond his natural energies, seeking to enter into the character of each actor, studying them one after the other, limb for limb, hand for hand, finger for finger, noting each inflection of joint, or tension of sinew, searching for dramatic truth internally in himself, and in all external nature, shunning affectation and exaggeration, and striving after pathos, and purity of feeling, with patient endeavor and utter simplicity of heart. For on this labor must depend the success of his work with the public. Artists may praise his color, drawing, or manipulation, his chiaroscuro, or his lines; hut the clearness, truth, and sentiment, of his work will alone affect the many.

The action of each figure being now determinate, the next step will be to make a sketch in oil of the whole design ; after which, living models, as like the artist’s conception as can be found, must be procured, to make outlines of the nude of each figure, and again sketches of the same, draped in the proper costume.*

From these studies, the painter will prepare a second sketch, in outline, of the whole, being, in fact, a small and hasty cartoon.†

In this last preparation of the design, the chief care of the student will be the grouping, and the correct size and place of each figure; also the perspective of the architecture and ground plan will now have to be settled ; a task requiring much patient calculation, and usually proving a source of disgust to the novice not endowed with much perseverance. But, above all, the quality to be most studied in this outline design will be the proportion of the whole work.

And with a few remarks on this quality, which might appropriately be termed “constructive beauty in art,” we will close this paper on “the Design,” as belonging more properly to the mechanical than the intellectual side of art ; as being rather the slow growth of experience than the spontaneous impulse of the artistic temperament. It is a feature in art rather apt to savor of conventionality to such as would look on nature as the only school of art, who would consider it but as the exponent of thought and feeling ; while, on the other hand, we fear it likely to be studied to little effect by such as receive with indiscriminate and phlegmatic avidity all that is handed down to them in the shape of experience or time-sanctioned rule. But plastic art claims not merely our sympathy, in its highest capacity to emit thought and sentiment ; but as form, colour, light, life, and beauty ; and who shall settle the claims between thought and beauty ? But art has beauties of its own, which neither impair nor contradict the beauties of nature ; but which are not of nature, and yet are, inasmuch as art itself is but part of nature : and of such, the beauties of the nature of art, is the feeling for constructive beauty. It interferes not with truth or sentiment ; it is not the cause of unlikely order and improbable symmetry ; it is not bounded by line or rule, nor taught by theory. It is a feeling for proportion, ever varying from an infinity of conflicting causes, that balances the picture as it balances the Gothic edifice ; it is a germ planted in the breast of the artist, that gradually expands by cultivation.

To those who would foster its development the only rule we could offer would be never to leave a design, while they imagine they could alter for the better (subordinate to the truth of nature) the place of a single figure or group, or the direction of a line.

And to such as think it beneath their care we can only say that they neglect a refinement, of which every great master takes advantage to increase the fascination which beauty, feeling, or passion, exercises over the multitude.

* Many artists, chiefly of the schools not colorists, are in the habit of making their designs in outline, leaving the colors and light and shade to be thought of afterwards. This plan may offer facilities ; but we doubt if it be possible to arrange satisfactorily the colors of a work which has been designed in outline without consideration of these qualities.

* There is always difficulty attending this very necessary portion of the study of the picture ; because, if the dresses be borrowed or hired, at this period they may be only wanted for a few hours, and perhaps not required again for some months to paint into the picture.—Again, if the costume have to be made, and of expensive material, the portion of it seen may be sufficient to pin on to a lay figure, without having the whole made, which could not be worn by the living model. However, with all the larger or loose draperies, it is very necessary to sketch them first from the living model.

† Should the picture be of small dimensions, it will be found more expeditious to make an outline of it on paper the full size, which can be traced on to the canvass, keeping the latter clean. On the contrary, should the painting be large, the outline had better be made small, and squared to transfer to the canvass.
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The Purpose and Tendency of Carly Stalian Art.

THE object we have proposed to ourselves in writing on Art, has been “an endeavour to encourage and enforce an entire adherence to the simplicity of nature; and also to direct attention, as an auxiliary medium, to the comparatively few works which Art has yet produced in this spirit.” It is in accordance with the former and more prominent of these objects that the writer proposes at present to treat.

An unprejudiced spectator of the recent progress and main direction of Art in England will have observed, as a great change in the character of the productions of the modern school, a marked attempt to lead the taste of the public into a new channel by producing pure transcripts and faithful studies from nature, instead of conventionalities and feeble reminiscences from the Old Masters ; an entire seeking after originality in a more humble manner than has been practised since the decline of Italian Art in the Middle Ages. This has been most strongly shown by the landscape painters, among whom there are many who have raised an entirely new school of natural painting, and whose productions undoubtedly surpass all others in the simple attention to nature in detail as well as in generalities. By this they have succeeded in earning for themselves the reputation of being the finest landscape painters in Europe. But, although this success has been great and merited, it is not of them that we have at present to treat, but rather to recommend their example to their fellow-labourers, the historical painters.

That the system of study to which this would necessarily lead requires a somewhat longer and more devoted course of observation than any other is undoubted ; but that it has a reward in a greater effect produced, and more delight in the searching, is, the writer thinks, equally certain. We shall find a greater pleasure in proportion to our closer communion with nature, and by a more exact adherence to all her details, (for nature has no peculiarities or excentricities) in whatsoever direction her study may conduct.

This patient devotedness appears to be a conviction peculiar to, or at least more purely followed by, the early Italian Painters ; a feeling which, exaggerated, and its object mistaken by them, though still held holy and pure, was the cause of the retirement of many of the greatest men from the world to the monastery ; there, in undisturbed silence and humility,


“Monotonous to paint

Those endless cloisters and eternal aisles

With the same series, Virgin, Babe, and Saint,

With the same cold, calm, beautiful regard.”



Even with this there is not associated a melancholy feeling alone ; for, although the object was mistaken, yet there is evinced a consciousness of purpose definite and most elevated ; and again, we must remember, as a great cause of this effect, that the Arts were, for the most part, cleric, and not laic, or at least were under the predominant influence of the clergy, who were the most important patrons by far, and their houses the safest receptacles for the works of the great painter.

The modern artist does not retire to monasteries, or practise discipline ; but he may show his participation in the same high feeling by a firm attachment to truth in every point of representation, which is the most just method. For how can good be sought by evil means, or by falsehood, or by slight in any degree ? By a determination to represent the thing and the whole of the thing, by training himself to the deepest observation of its fact and detail, enabling himself to reproduce, as far as is possible, nature herself, the painter will best evince his share of faith.

It is by this attachment to truth in its most severe form that the followers of the Arts have to show that they share in the peculiar character of the present age,—a humility of knowledge, a diffidence of attainment ; for, as Emerson has well observed,


“The time is infected with Hamlet’s unhappiness,—

‘Sicklied o’er with the pale cast of thought.’



Is this so bad then Sight is the last thing to be pitied. Would we be blind ? Do we fear lest we should outsee nature and God, and drink truth dry ?”

It has been said that there is presumption in this movement of the modern school, a want of deference to established authorities, a removing of ancient landmarks. This is best answered by the profession that nothing can be more humble than the pretension to the observation of facts alone, and the truthful rendering of them. If we are not to depart from established principles, how are we to advance at all ? Are we to remain still ? Remember, no thing remains still ; that which does not advance falls backward. That this movement is an advance, and that it is of nature herself, is shown by its going nearer to truth in every object produced, and by its being guided by the very principles the ancient painters followed, as soon as they attained the mere power of representing an object faithfully. These principles are now revived, not from them, though through their example, but from nature herself.

That the earlier painters came nearer to fact, that they were less of the art, artificial, cannot be better shown than by the statement of a few examples from their works. There is a magnificent Niello work by an unknown Florentine artist, on which is a group of the Saviour in the lap of the Virgin. She is old, (a most touching point) ; lamenting aloud, clutches passionately the heavy-weighted body on her knee ; her mouth is open. Altogether it is one of the most powerful appeals possible to be conceived ; for there are few but will consider this identification with humanity to be of more effect than any refined or emasculate treatment of the same subject by later artists, in which we have the fact forgotten for the sake of the type of religion, which the Virgin was always taken to represent, whence she is shown as still young; as if, nature being taken typically, it were not better to adhere to the emblem throughout, confident by this means to maintain its appropriateness, and, therefore, its value and force.

In the Niello work here mentioned there is a delineation of the Fall, in which the serpent has given to it a human head with a most sweet, crafty expression. Now in these two instances the style is somewhat rude ; but there are passion and feeling in it. This is not a question of mere execution, but of mind, however developed. Let us not mistake, however, from this that execution should be neglected, but only maintained as a most important aid, and in that quality alone, so that we do not forget the soul for the hand. The power of representing an object, that its entire intention may be visible, its lesson felt, is all that is absolutely necessary : mere technicalities of performance are but additions ; and not the real intent and end of painting, as many have considered them to be. For as the knowledge is stronger and more pure in Masaccio than in the Caracci, and the faith higher and greater,—so the first represents nature with more true feeling and love, with a deeper insight into her tenderness ; he follows her more humbly, and has produced to us more of her simplicity ; we feel his appeal to be more earnest : it is the crying out of the man, with none of the strut of the actor.

Let us have the mind and the mind’s-workings, not the remains of earnest thought which has been frittered away by a long dreary course of preparatory study, by which all life has been evaporated. Never forget that there is in the wide river of nature something which every body who has a rod and line may catch, precious things which every one may dive for.

It need not be feared that this course of education would lead to a repetition of the toe-trippings of the earliest Italian school, a sneer which is manifestly unfair ; fop this error, as well as several others of a similar kind, was not the result of blindness or stupidity, but of the simple ignorance of what had not been applied to the service of painting at their time. It cannot be shown that they were incorrect in expression, false in drawing, or unnatural in what is called composition. On the contrary, it is demonstrable that they exceeded all others in these particulars, that they partook less of coarseness and of conventional sentiment than any school which succeeded them, and that they looked more to nature ; in fact, were more true, and less artificial. That their subjects were generally of a melancholy cast is acknowledged, which was an accident resulting from the positions their pictures were destined to occupy. No man ever complained that the Scriptures were morbid in their tendency because they treat of serious and earnest subjects : then why of the pictures which represent such A certain gaunt length and slenderness have also been commented upon most severely ; as if the Italians of the fourteenth century were as so many dray horses, and the artist were blamed for not following his model. The consequence of this direction of taste is that we have life-guardsmen and pugilists taken as models for kings, gentlemen, and philosophers. The writer was once in a studio where a man, six feet two inches in height, with atlantean shoulders, was sitting for King Alfred. That there is no greater absurdity than this will be perceived by any one that has ever read the description of the person of the king given by his historian and friend Asser.

The sciences have become almost exact within the present century. Geology and chemistry are almost re-instituted. The first has been nearly created ; the second expanded so widely that it now searches and measures the creation. And how has this been done but by bringing greater knowledge to bear upon a wider range of experiment ; by being precise in the search after truth ? If this adherence to fact, to experiment and not theory,—to begin at the beginning and not fly to the end,—has added so much to the knowledge of man in science ; why may it not greatly assist the moral purposes of the Arts ? It cannot be well to degrade a lesson by falsehood. Truth in every particular ought to be the aim of the artist. Admit no untruth : let the priest’s garment be clean.

Let us now return to the Early Italian Painters. A complete refutation of any charge that the character of their school was necessarily gloomy will be found in the works of Benozzo Gozzoli, as in his ‘Vineyard ‘where there are some grape-gatherers the most elegant and graceful imaginable; this painter’s children are the most natural ever painted. In Ghiberti,—in Fra Angilico, (well named),—in Masaccio,—in Ghirlandajo, and in Baccio della Porta, in fact in nearly all the works of the painters of this school, will be found a character of gentleness, grace, and freedom, which cannot be surpassed by any other school, be that which it may ; and it is evident that this result must have been obtained by their peculiar attachment to simple nature alone, their casting aside all ornament, or rather their perfect ignorance of such,—a happy fortune none have shared with them. To show that with all these qualifications they have been pre-eminent in energy and dignity, let us instance the ‘Air Demons’ of Orcagna, where there is a woman borne through the air by an Evil Spirit. Her expression is the most terrible imaginable ; she grasps her bearer with desperation, looking out around her into space, agonized with terror. There are other figures in the same picture of men who have been cast down, and are falling through the air : one descends with his hands tied, his chin up, and long hair hanging from his head in a mass. One of the Evil Spirits hovering over them has flat wings, as though they were made of plank : this gives a most powerful character to the figure. Altogether, this picture contains perhaps a greater amount of bold imagination and originality of conception than any of the kind ever painted. For sublimity there are few works which equal the ‘Archangels’ of Giotto, who stand singly, holding their sceptres, and with relapsed wings. The ‘Paul’ of Masaccio is a well-known example of the dignified simplicity of which these artists possessed so large a share. These instances might be multiplied without end ; but surely enough have been cited in the way of example to show the surpassing talent and knowledge of these painters, and their consequent success, by following natural principles, until the introduction of false and meretricious ornament led the Arts from the simple chastity of nature, which it is as useless to attempt to elevate as to endeavour to match the works of God by those of man. Let the artist be content to study nature alone, and not dream of elevating any of her works, which are alone worthy of representation.*

The Arts have always been most important moral guides. Their flourishing has always been coincident with the most wholesome period of a nation’s : never with the full and gaudy bloom which but hides corruption, but the severe health of its most active and vigorous life; its mature youth, and not the floridity of age, which, like the wide full open petals of a flower, indicates that its glory is about to pass away. There has certainly always been a period like the short warm season the Canadians call the “Indian Summer,” which is said to be produced by the burning of the western forests, causing a factitious revival of the dying year : so there always seems to have been a flush of life before the final death of the Arts in each period :—in Greece, in the sculptors and architects of the time after Pericles; in the Germans, with the successors of Albert Durer. In fact, in every school there has been a spring, a summer, an autumn, an “Indian Summer,” and then winter; for as surely as the “Indian Summer,” (which is, after all, but an unhealthy flush produced by destruction,) so surely does winter come. In the Arts, the winter has been exaggerated action, conventionalism, gaudy colour, false sentiment, voluptuousness, and poverty of invention : and, of all these characters, that which has been the most infallible herald of decease, voluptuousness, has been the most rapid and sure. Corruption lieth under it ; and every school, and indeed every individual, that has pandered to this, and departed from the true spirit in which all study should be conducted, sought to degrade and sensualize, instead of chasten and render pure, the humanity it was instructed to elevate. So has that school, and so have those individuals, lost their own power and descended from their high seat, fallen from the priest to the mere parasite, from the law-giver to the mere courtier.

If we have entered upon a new age, a new cycle of man, of which there are many signs, let us have it unstained by this vice of sensuality of mind. The English school has lately lost a great deal of this character ; why should we not be altogether free from it ? Nothing can degrade a man or a nation more than this meanness ; why should we not avoid it ? Sensuality is a meanness repugnant to youth, and disgusting in age : a degradation at all times. Let us say


“My strength is as the strength of ten,

Because my heart is pure.”



Bearing this in mind,—the conviction that, without the pure heart, nothing can be done worthy of us ; by this, that the most successful school of painters has produced upon us the intention of their earnestness at this distance of time,—let us follow in their path, guided by their light : not so subservient as to lose our own freedom, but in the confidence of equal power and equal destiny ; and then rely that we shall obtain the same success and equal or greater power, such as is given to the age in which we live. This is the only course that is worthy of the influence which might be exerted by means of the Arts upon the character of the people : therefore let it be the only one for us to follow if we hope to share in the work.

That the real power of the Arts, in conjunction with Poetry, upon the actions of any age is, or might be, predominant above all others will be readily allowed by all that have given any thought to the subject : and that there is no assignable limit to the good that may be wrought by their influence is another point on which there can be small doubt. Let us then endeavour to call up and exert this power in the worthiest manner, not forgetting that we chose a difficult path in which there are many snares, and holding in mind the motto, “No Cross, no Crown”

Believe that there is that in the fact of truth, though it be only in the character of a single leaf earnestly studied, which may do its share in the great labor of the world : remember that it is by truth alone that the Arts can ever hold the position for which they were intended, as the most powerful instruments, the most gentle guides ; that, of all classes, there is none to whom the celebrated words of Lessing, “That the destinies of a nation depend upon its young men between nineteen and twenty-five years of age,” can apply so well as to yourselves. Recollect, that your portion in this is most important : that your share is with the poet’s share; that, in every careless thought or neglected doubt, you shelve your duty, and for-sake your trust ; fulfil and maintain these, whether in the hope of personal fame and fortune, or from a sense of power used to its intentions ; and you may hold out both hands to the world. Trust it, and it will have faith in you ; will hearken to the precepts you may have permission to impart.

* The sources from which these examples are drawn, and where many more might be found, are principally :—D’Agincourt : “Histoire d’ l’ Art par les Monumens ;”—Rossini : “Storia della Pittura ;”—Ottley : “Italian School of Design” and his 120 Fac-similes of scarce prints ;—and the “Gates of San Giovanni,” by Ghiberti ; of which last a cast of one entire is set up in the Central School of Design, Somerset House ; portions of the same are also in the Royal Academy.
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The Subject in Art

No. II.

Resuming a consideration of the subject-matter suitable in painting and sculpture, it is necessary to repeat those premises, and to re-establish those principles which were advanced or elicited in the first number of this essay.

It was premised then that works of Fine Art affect the beholder in the same ratio as the natural prototypes of those works would affect him ; and not in proportion to the difficulties overcome in the artificial representation of those prototypes. Not contending, meanwhile, that the picture painted by the hand of the artist, and then by the hand of nature on the eye of the beholder, is, in amount, the same as the picture painted there by nature alone ; but disregarding, as irrelevant to this investigation, all concomitants of fine art wherein they involve an ulterior impression as to the relative merits of the work by the amount of its success, and, for a like reason, disregarding all emotions and impressions which are not the immediate and proximate result of an excitor influence of, or pertaining to, the things artificial, as a bona fide equivalent of the things natural.

Or the premises may be practically stated thus :—(1st) When one looks on a certain painting or sculpture for the first time, the first notion is that of a painting or sculpture. (2nd.) In the next place, while the objects depicted are revealing themselves as real objects, the notion of a painting or sculpture has elapsed, and, in its place, there are emotions, passions, actions (moral or intellectual) according in sort and degree to the heart or mind-moving influence of the objects represented. (3rd.) Finally, there is a notion of a painting or sculpture, and a judgment or sentiment commensurate with the estimated merits of the work.—The second statement gives the premised conditions under which Fine Art is about to be treated : the 3rd statement exemplifies a phase in the being of Fine Art under which it is never to be considered: and furthermore, whilst the mental reflection last mentioned (the judgment on the work) is being made, it may occur that certain objects, most difficult of artistic execution, had been most successfully handled : the merits of introducing such objects, in such a manner, are the merits of those concomitants mentioned as equally without the scope of consideration.

Thus much for the premises—next to the re-establishment of principles.

1st. The principle was elicited, that Fine Art should regard the general happiness of man, by addressing those of his attributes which are peculiarly human, by exciting the activity of his rational and benevolent powers ; and thereafter :—2nd, that the Subject in Art should be drawn from objects which so address and excite him ; and 3rd, as objects so exciting the mental activity may (in proportion to the mental capacity) excite it to any amount, and so possibly in the highest degree (the function of Fine Art being mental excitement, and that of High Art being the highest mental excitement) that all objects so exciting mental activity and emotion in the highest degree, may afford subjects for High Art.

Having thus re-stated the premises and principles already deduced, let us proceed to enquire into the propriety of selecting the Subject from the past or the present time ; which enquiry resolves itself fundamentally into the analysis of objects and incidents experienced immediately by the senses, or acquired by mental education.

Here then we have to explore the specific difference between the incidents and objects of to-day, as exposed to our daily observation, and the incidents and objects of time past, as bequeathed to us by history, poetry, or tradition.

In the first place, there is, no doubt, a considerable real difference between the things of to-day and those of times past : but as all former times, their incidents and objects differ amongst themselves, this can hardly be the cause of the specific difference sought for—a difference between our share of things past and things present. This real, but not specific difference then, however admitted, shall not be considered here.

It is obvious, in the meanwhile, that all which we have of the past is stamped with an impress of mental assimilation : an impress it has received from the mind of the author who has garnered it up, and disposed it in that form and order which ensure it acceptance with posterity. For let a writer of history be as matter of fact as he will, the very order and classification of events will save us the trouble of confusion, and render them graspable, and more capable of assimilation, than is the raw material of every-day experience. In fact the work of mind is begun, the key of intelligence is given, and we have only to continue the process. Where the vehicle for the transmission of things past is poetry, then we have them presented in that succession, and with that modification of force, a resilient plasticity, now advancing, now recoiling, insinuating and grappling, that ere this material and mental warfare is over, we find the facts thus transmitted are incorporated with our psychical existence. And in tradition is it otherwise ?—Every man tells the tale in his own way ; and the merits of the story itself, or the person who tells it, or his way of telling, procures it a lodgment in the mind of the hearer, whence it is ever ready to start up and claim kindred with some external excitement.

Thus it is the luck of all things of the past to come down to us with some poetry about them ; while from those of diurnal experience we must extract this poetry ourselves : and although all good men are, more or less, poets, they are passive or recipient poets ; while the active or donative poet caters for them what they fail to collect. For let a poet walk through London, and he shall see a succession of incidents, suggesting some moral beauty by a contrast of times with times, unfolding some principle of nature, developing some attribute of man, or pointing to some glory in The Maker : while the man who walked behind him saw nothing but shops and pavement, and coats and faces; neither did he hear the aggregated turmoil of a city of nations, nor the noisy exponents of various desires, appetites and pursuits : each pulsing tremour of the atmosphere was not struck into it by a subtile ineffable something willed forcibly out of a cranium : neither did he see the driver of horses holding a rod of light in his eye and feeling his way, in a world he was rushing through, by the motion of the end of that rod :—he only saw the wheels in motion, and heard the rattle on the stones ; and yet this man stopped twice at a book shop to buy ‘a Tennyson,’ or a ‘Browning’s Sordello.’ Now this man might have seen all that the poet saw ; he walked through the same streets : yet the poet goes home and writes a poem ; and he who failed to feel the poetry of the things themselves detects it readily in the poet’s version. Then why, it is asked, does not this man, schooled by the poet’s example, look out for himself for the future, and so find attractions in things of to-day ? He does so to a trifling extent, but the reason why he does so rarely will be found in the former demonstration.

It was shown how bygone objects and incidents come down to us invested in peculiar attractions : this the poet knows and feels, and the probabilities are that he transferred the incidents of to-day, with all their poetical and moral suggestions, to the romantic long-ago, partly from a feeling of prudence, and partly that he himself was under this spell of antiquity, How many a Troubadour, who recited tales of king Arthur, had his incidents furnished him by the events of his own time ! And thus it is the many are attracted to the poetry of things past, yet impervious to the poetry of things present. But this retrograde movement in the poet, painter, or sculptor (except in certain cases as will subsequently appear), if not the result of necessity, is an error in judgment or a culpable dishonesty. For why should he not acknowledge the source of his inspiration, that others may drink of the same spring with himself ; and perhaps drink deeper and a clearer draught ?—For the water is unebbing and exhaustless, and fills the more it is emptied : why then should it be filtered through his tank where he can teach men to drink it at the fountain ?

If, as every poet, every painter, every sculptor will acknowledge, his best and most original ideas are derived from his own times : if his great lessonings to piety, truth, charity, love, honor, honesty, gallantry, generosity, courage, are derived from the same source ; why transfer them to distant periods, and make them not things of to-day? Why teach us to revere the saints of old, and not our own family-worshippers Why to admire the lance-armed knight, and not the patience-armed hero of misfortune Why to draw a sword we do not wear to aid an oppressed damsel, and not a purse which we do wear to rescue an erring one ? Why to worship a martyred St. Agatha, and not a sick woman attending the sick ? Why teach us to honor an Aristides or a Regulus, and not one who pays an equitable, though to him ruinous, tax without a railing accusation ? And why not teach us to help what the laws cannot help ?—Why teach us to hate a Nero or an Appius, and not an underselling oppressor of workmen and betrayer of women and children ? Why to love a Ladie in bower, and not a wife’s fire-side ? Why paint or poetically depict the horrible race of Ogres and Giants, and not show Giant Despair dressed in that modern habit he walks the streets in ? Why teach men what were great and good deeds in the old time, neglecting to show them any good for themselves ?—Till these questions are answered absolutory to the artist, it were unwise to propose the other question—Why a poet, painter or sculptor is not honored and loved as formerly? “As formerly,” says some avowed sceptic in old world transcendency and golden age affairs, “I believe formerly the artist was as much respected and cared for as he is now. ’Tis true the Greeks granted an immunity from taxation to some of their artists, who were often great men in the state, and even the companions of princes. And are not some of our poets peers ? Have not some of our artists received knighthood from the hand of their Sovereign, and have not some of them received pensions ?”

To answer objections of this latitude demands the assertion of certain characteristic facts which, tho’ not here demonstrated, may be authenticated by reference to history. Of these, the facts of Alfred’s disguised visit to the Danish camp, and Aulaff’s visit to the Saxon, are sufficient to show in what respect the poets of that period were held ; when a man without any safe conduct whatever could enter the enemy’s camp on the very eve of battle, as was here the case ; could enter unopposed, unquestioned, and return unmolested !—What could have conferred upon the poet of that day so singular a privilege ? What upon the poet of an earlier time that sanctity in behoof whereof


“The great Emathian conqueror bid spare

The house of Pindarus, when temple and tower

Went to the ground : and the repeated air

Of sad Electra’s poet had the power

To save the Athenian walls from ruin bare.”



What but an universal recognition of the poet as an universal bene-factor of mankind ? And did mankind recognize him as such, from some unaccountable infatuation, or because his labours obtained for him an indefeasible right to that estimate ? How came it, when a Greek sculptor had completed some operose performance, that his countrymen bore him in triumph thro’ their city, and rejoiced in his prosperity as identical with their own ? How but because his art had embodied some principle of beauty whose mysterious influence it was their pride to appreciate—or he had enduringly moulded the limbs of some well-trained Athlete, such as it was their interest to develop, or he had recorded the overthrow of some barbaric invader whom their fathers had fallen to repel.

In the middle ages when a knight listened, in the morning, to some song of brave doing, ere evening he himself might be the hero of such song.—What wonder then that he held sacred the function of the poet ! Now-a-days our heroes (and we have them) are left unchapleted and neglected—and therefore the poet lives and dies neglected.

Thus it would appear from these facts (which have been collaterally evolved in course of enquiring into the propriety of choosing the subject from past or present time, and in course of the consequent analysis) that Art, to become a more powerful engine of civilization, assuming a practically humanizing tendency (the admitted function of Art), should be made more directly conversant with the things, incidents, and influences which surround and constitute the living world of those whom Art proposes to improve, and, whether it should appear in event that Art can or can not assume this attitude without jeopardizing her specific existence, that such a consummation were desirable must be equally obvious in either case.

Let us return now to the former consideration. It was stated that the poet is affected by every day incidents, which would have little or no effect on the mind of a general observer : and if you ask the poet, who from his conduct may be the supposed advocate of the past as the fittest medium for poetic eduction, why he embodied the suggestions of to-day in the matter and dress of antiquity; he is likely to answer as follows.—“You have stated “that men pass by that which furnishes me with my subject : If I “merely reproduce what they slighted, the reproduction will be “slighted equally. It appears then that I must devise some means “of attracting their sympathies—and the medium of antiquity is “the fittest for three several reasons. 1st.—Nothing comes down “to us from antiquity unless fraught with sufficient interest of some “sort, to warrant it being worthy of record. Thus, all incidents “which we possess of the old time being more or less interesting, “there arises an illative impression that all things of old really “were so : and all things in idea associated with that time, “whether real or fictitious, are afforded a favorable entertainment. “Now these associations are neither trivial nor fanciful :* for I “remember to have discovered, after visiting the British Museum “for the first time, that the odour of camphor, for which I had “hitherto no predilection, afforded me a peculiar satisfaction, “seemingly suggestive of things scientific or artistic ; it was in fact “a literary smell ! All this was vague and unaccountable until “some time after when this happened again, and I was at once “reminded of an enormous walrus at the British Museum, and “then remembered how the whole collection, from end to end, was “permeated with the odour of camphor ! Still, despite the con-“sciousness of this, the camphor retains its influence. Now let a “poem, a painting, or sculpture, smell ever so little of antiquity, and “every intelligent reader will be full of delightful imaginations. “2nd.—All things ancient are mysterious in obscurity :—veneration, “wonder, and curiosity are the result. 3rd.—All things ancient “are dead and gone :—we sympathize with them accordingly. All “these effects of antiquity, as a means of enforcing poetry, declare it “too powerful an ally to be readily abandoned by the poet.” To all this the painter will add that the costume of almost any ancient time is more beautiful than that of the present—added to which it exposes more of that most beautiful of all objects, the human figure.

Thus we have a formidable array of objections to the choice of present-day subjects: and first, it was objected and granted, that incidents of the present time are well nigh barren in poetic attraction for the many. Then it was objected, but not granted, that their poetic or pictorial counterparts will be equally unattractive also : but this last remains to be proved. It was said, and is believed by the author, (and such as doubt it he does not address) that all good men are more or less poetical in some way or other ; while their poetry shows itself at various times. Thus the business-man in the street has other to think of than poetry ; but when he is inclined to look at a picture, or in his more poetical humour, will he neglect the pictorial counterpart of what he neglected before ? To test this, show him a camera obscura, where there is a more literal transcript of present-day nature than any painting can be :—what is the result? He expresses no anxiety to quit it, but a great curiosity to investigate ; he feels it is very beautiful, indeed more beautiful than nature : and this he will say is because he does not see nature as an artist does. Now the solution of all this is easy : 1st. He is in a mood of mind which renders him accessible to the influences of poetry, which was not before the case. 2nd. He looks at that steadily which he before regarded cursorily ; and, as the picture remains in his eye, it acquires an amount of harmony, in behoof of an intrinsic harmony resident in the organ itself, which exerts proportionately modifying influences on all things that enter within it ; and of the nervous harmony, and the beautifully apportioned stimuli of alternating ocular spectra. 3rd. There is a resolution of discord effected by the instrument itself, inasmuch as its effects are homogeneous. All these harmonizing influences are equally true of the painting ; and though we have no longer the homogeneous effect of the camera, we have the homogoneous effect of one mind, viz., the mind of the artist.

Thus having disproved the supposed poetical obstacles to the rendering of real life or nature in its own real garb and time, as faithfully as Art can render it, nothing need be said to answer the advantages of the antique or mediæval rendering ; since they were only called in to neutralize the aforesaid obstacles, which obstacles have proved to be fictitious. It remains then to consider the artistic objection of costume, &c., which consideration ranges under the head of real differences between the things of past and present times, a consideration formerly postponed. But this requiring a patient analysis, will necessitate a further postponement, and in conclusion, there will be briefly stated the elements of the argument, thus.—It must be obvious to every physicist that physical beauty (which this subject involves on the one side [the ancient] as opposed to the want of it on the other [the modern]) was in ancient times as superior to physical beauty in the modern, as psychical beauty in the modern is superior to psychical beauty in the ancient. Costume then, as physical, is more beautiful ancient than modern. Now that a certain amount of physical beauty is requisite to constitute Fine Art, will be readily admitted ; but what that amount is, must be ever undefined. That the maximum of physical beauty does not constitute the maximum of Fine Art, is apparent from the facts of the physical beauty of Early Christian Art being inferior to that of Grecian art ; whilst, in the concrete, Early Christian Art is superior to Grecian. Indeed some specimens of Early Christian Art are repulsive rather than beautiful, yet these are in many cases the highest works of Art.

In the “Plague at Ashdod,” great physical beauty, resulting from picturesque costume and the exposed human figure, was so far from desirable, that it seems purposely deformed by blotches of livid color ; yet the whole is a most noble work of Poussin. Containing as much physical beauty as this picture, the writer remembers to have seen an incident in the streets where a black-haired, sordid, wicked-headed man, was striking the butt of his whip at the neck of a horse, to urge him round an angle of the pavement ; a smocked countryman offered him the loan of his mules : a blacksmith standing by, showed him how to free the wheel, by only swerving the animal to the left : he, taking no notice whatever, went on striking and striking ; whilst a woman waiting to cross, with a child in her one hand, and with the other pushing its little head close to her side, looked with wide eyes at this monster.

This familiar incident, affording a subject fraught with more moral interest than, and as much picturesque matter as, many antique or mediæval subjects, is only wanting in that romantic attraction which, by association, attaches to things of the past. Yet, let these modern subjects once excite interest, as it really appears they can, and the incidents of to-day will acquire romantic attractions by the same association of ideas.

The claims of ancient, mediæval, and modern subjects will be considered in detail at a future period.

* Here the author, in the person of respondent, takes occasion to narrate a real fact.
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