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PREFACEL.

Numrrovs eloquent and poetical books have been written on
the theory of painting. Modern German writers, more espe-
cially, have speculated very ingeniously upon the nature of
those high faculties in man through which he derives plea-
surable perceptions and refining emotions from the beautiful
in the material world; and these speculations have been,

under the name of wmsthetics, elevated to the dignity of a + ./

science. The history of Art has afforded more tangible sub-
jects for g large class of authors; while practical treatises for
the guidance of art-students, perhaps, already exist of ade-
quate authority and in sufficient number. We are, however,
acquainted with very few books containing precisely those
explanations of the processes and materials employed in
painting which we believe can be given and would materially
assist the general public to understand certain appearances
in pictures, and to estimate how far mere material and
technical relations have had historical influence on painting
—Dbooks which in fact contain the particular information
which an artist might be presumed best capable of commu-
nicating.

To supply (from practical acquaintance with painting) such
information is the chief aim of the present volume. In work-
ing out such a design, the opportunity will not always be
b
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afforded for even attempting to increase the attractiveness of
the sulbject by literary embellishment: but our desire is to be
useful, and we are content to rough-hew the corner-stone, if
we may not foliate the capital. Nevertheless, as the better
part, bevond all comparison, of painting, consists of those
mental and Imaginative elements which entitle 1t to rank with
the sister-art of poetry, we would be the first to pay a tribute
to the literary ability competent to the elucidation of these
higher qualities, and to the elevation of feeling and concep-
tion commensurate with their illustration.

And we would not, from professional prejudice, and still

less disingenuously, seek to obtain the reception of an over-
estimate of the value of technical and professional knowledge.
Without such knowledge, truth, beauty, and sentiment in
pictures may undoubtedly be enjoyed. Buf we submit that
even this enjoyment may be heightened in degree, other grati-
fication assuredly derived, and, above all, the power of appre-
ciating the relative merits and comparative value of paintings
certainly gained through the knowledge to which we have
alluded. All who have practised painting will likewise, we
think, allow, that experience thus gained has removed many
misconceptions respecting at least surface appearanges in pic-
tures. Brother artists will, we feel assured, candidly admit
that some portion of the art—and (to make the parallel still
closer) more especially when the painting is of the scale of
cabinet pictures or miniatures—is scarcely more than delicate
workmanship, though requiring a regular apprenticeship and
long practice. To carry out the comparison, then, to its legi-
timate issue, we beg the good-natured reader who would listen
to the man who could make only an indifferent watch, if he
had anything to say about its mechanism, to kindly lend his
attention when one of ourselves has more particularly any-
thing to say about the mechanism of a picture.

As all men cannot be painters or watchmakers—cannot all
learn “how to do it,” or even see it dome—surely the next
best thing must be to get a trustworthy description of Zow it




SR

of

all
ext
¢ it

PREFACE. v

is done. This will at all events save them from making some
awkward mistakes. If Pliny, for example, could have antici-
pated the numerous sneers with which his shade has been in-
sulted, he would not have attempted to write about painting
while ignorant of some of its simplest operations. This con-
sideration may touch self-respect, but another must reach
self-interest.  We allude to the fact that a knowledge of the
nature of the materials employed for painting will also almost
necessarily include acquaintance with the precantions indis-
pensable for the possessor of pictures to take in order to secure
the preservation of his art-treasures, and to display them to
the best advantage.

But the reader who accompanies us through this volume
will hardly deny the important influence of muterials and
processes upon the painter’s fidelity of imitation; and even
upon his modes of conception, and the higher manifestations
of painting as a form of poetical utterance. The reader will,
in succession, see what gave value to the encaustic picture, in
the eyes of rich Roman collectors, and that the more mecha-
nical process of mosaie, hastened the decline and degradation
of art. He will see how the separate introduction of gold
into the medizval tempera picture led to hard outlines, a patch-
work character, absence of “ tone,”* and an unuatural scale
of colour; while the material limitations of fresco seem,
on the contrary, only to have compelled greater attention to
the higher and more essential qualities of art. He will see
how ““depth,” the greatest recommendation of oil painting, is
simply a preperty of the vehicle™ employed; and how
chiaroscuro,? or light and shade of pictures, depends on the
painter’s habitual use of a light or dark ground, or his castom
of painting in full daylight or a darkened studio. Lastly, the
reader will see that the early Flemish painters followed a de-
finite series of processes, which would alone secure the purity
of colour, the transparency, and accuracy of detail so notice-

* See Note, p. 15. t See Note, pp. 4 and 202,
% An Italian compound word, siguifying literally lLight-dark.
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able in their works :—a system which presents a marked con-
trast to what has been the too prevalent practice in modern
painting, both in oil and water colours—in which, from the
facility of making alterations, meaningless licence has been
allowed to the play of the brusk, and effects have been re-
peated in proportion as they are easily gained.

The chronological arrangement adopted in this work is ex-
plained in the Introduction. Early Christian and Medizeval
Art having become, if we may so speak, quite a popular topie,
and possessing besides 3 kind of geological, novel interest, we
have, we trust, worked out this rich vein with satisfactory
industry. Great importance has also been attached to histo-
rical inquiries into the origin of methods and materials; but
where individual painters have rendered emiunent service to
art, they are noticed in a more biographicspirit. At the same
time we have endeavoured to render the book in every respect
as complete as possible : it has in fact been attermnpted not only
to give a description of every kind of painting, but also some
account of the art in every age, together with sketches of the
principal painters of the different schools.

We repeat that our great ambition has been to be useful;
and no inconsiderable result will have been achieved if we
only succeed in directing attention to the great stores of in-
formation (indispensable to the artist, and of the greatest
value and interest to the conmnoisseur, amateur, and general
reader) accumulated in such works as those by Sir Charles
Eastlake and Mrs. Merrifield. To the former as an author,
and the latter as an editor of valuable ancient MSS., we have,
it will be seen, acknowledged our obligations; but, in the
words of Quintilian, “if we can say what is right we shall
be delighted, though it may not be of our own invention.”

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

e e e B N S P
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the order of the hook need antiipate 10 difficulty in this par-
ticular. Shot.., however, the .7ue¢ to the exact meaning of
any artistic word or phrase be lost, a copious index has been
added, the references of which, instead of affording the dry
definitions 2 mere glossary would supply, will, it is hoped, be
found at once to define the word and illustrate its application.

In conclusion, the inquiry may possibly, and not unreason-
ably, suggest itself—how it happened that one of the authors
of this volume, to whose name “painter” is attached, did
not prefer, like and in the words of Annibale Carracei, “ only
to speak by works.” The answer to this is, that in him, as
in many others, the natural tendency was nearly equally
strong to literary as to artistic pursuits. And the observa-
tion may be ventured, though at the risk of provoking un-
favourable comparisons, that many painters have been better
known by the productions of their pen than by those of their
pencil. In this instance, however, his literary efforts would
probably have been confined to contributions to periodicals,
had not an accident occurred to him which, though it com-
pelled for a long period a comparative cessation from the
practice of art, did not prevent his undertaking, with a former
literary associate, a task, the accomplishment of which, they
trust, will serve some useful purpose.
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THE sublime Titanic forms, the * awful synod,” as Fuseli calls them,
of Prophets and Sibylson the ceiling of the Sistine Chapel, are described
at p. 164 as being by geucral consent the grandest single figures of
modern painting. In a note on the same page, reference is made to
the circumstances which led to the Sibyls becoming favourite subjecis
of pictorial representation, and to their elevation to almost egual rank
with the Prophets of the Old Testament. In Christian Art each Sibyl
is occasionally distinguished by a legend or motto selected from her
reputed prophecy. The following is that appropriated to the subject
of our Frontispiece: “ A prophet shall be born of a virgin, and he
shall be crowned with thorns.” The well-known oracle of Apollo at
Delphi was consulted by all Greece, and the Pythia, or $ibyl, seated on
the mystic tripod, was the accredited medium, while under prophetic
influence, of transmitting the answers of the god. The Delphic Sibyl
of Michael Angelo is then, we are to understand, the enthusiastic
representative of classical art, poetry, and philosophy. Mr. Harford,
in his Lire of Michael Angelo, justly says:— Her looks are fraught with
intellectual expression, and ler form and features with youthful grace
and severe beauty: fit emblems of the noblest and most finished
schools which the world has ever seen of taste and eloguence.” The
Sibyls were always represented as tall, majestic, and somewhat mas-
culine; but we have selected the Delphic prophetess, with her at-
tendant genii, from others on the ceiling of the Sistine Chapel,* as
calenlated to at least qualify the popular opinion, that ail the figures
of Michael Angelo are of uniform character, and always too robust
and muscular.

THE engraving on the title-page of this volume is from one of the
portraits of Sir Joshua Reynolds in his official robes, as (first) President
of the Royal Academy, from his own pencil. The head was alone
adapted to serve as a vignette, but in the background of the original is
introduced abust of Michael Angelo. The mention of this ean scarcely
fail to recal the impressive tribute paid by Sir Joshua to the genius of
the great Italian, when the President, concludingin solemn silence the
last of his Discourses, said, © I should desire that the last words which
Y should pronounce in this Academy, and from this place, might be
the name of MICHAEL ANGELO.”

* A large chromo-lithograph of the whole ceiling has been published
by Messrs. Colnaghi, Pall-Mall.




byl
stic
wd,

f the

ident

alone
pal is
weely
ins of
e the
which
zht be

Jlished

CONTENTS.

PAGE
INTRODUCTION. . o . « « + + & . PR |
PAINTING IN TEMTERA . - . .4
GILDING, ETC. Coe e e e e e e e . 19
HATCUING AND “TIPPLI\“ TUSION OF TINTS, ETC. . . 15
THE VARNISII . . . .19
THE COLOLRS. . . . . [T . 22
WAX PAINTING, OR ENCAUSTIC . . . . . . . . . 2

TEMPERA AND EXCAUSTIC IN ANTIQUITY AXD THE
MIDDLE AGES

. GLASS PAINTING.

. [ 30
1. THE EGYPTIANS, . . 30
2., THE ASSYRIANS . c e . . 36
3., THE GREEKS « . .+ o+ ¢ « . e e e . 37
4. THE ETRUSCANS . . - - 51
5. THE ROMANS . . . . oo e 52
6. REMAINS OF ANCIENT PAI\TI\G .. « e 54
7. CHRISTIAN ART IN TEMPERA AND E\CALST!C P . 57
§. TEMPERA AND ENCAUSTIC IN MODERN TIMES . . . 5

_MOSAIC PAINTING e e e e e e e e 79
ANCIENT MOSAICS . e e e e e e e e 81
CHRISTIAN MOSAICS: THE LATE ROMAN STYLE. . 84
CHRISTIAN MOSAICS: THE BYZANTINE STYLE .o 88
THE ROMANESQUE STYLE: AND THE LATER HISTORY OF \xosuc 97

MISSAL AND OTHER MANUSCRIPT ILLUMINATIONS;
MINIATURE PAINTING ON IVORY, AND ENAMEL,
PAINTING ON POTTERY, ETC.:—

1. MISSAL AND OTHER MS. ILLUMINATIONS . e 99
2. HISTORICAL SKETCH OF MS. ILLUMINATIONS, . , ., . . 108
3. MINIATURE PAINTING ON IVORY AND ENAMEL, . . 106
4. ON COLOURED PHOTOGRAPHIC PORTRAITS. B . 114
5. THE EARLIER KINDS OF ART-ENAMELS AND ENAMEL
PAINTING . voe e e e e . 120
6. PAINTING ON POTTLR& AND I’ORCELAI\' . PN . 131



X CONTENTS.

PAGE
FRESCO PAINTING . . . + « o ¢« « ¢ « « « « . o142

OTHER KINDS OF PAINTING ALLIED TO BUT MISTAKEN FOR
FRESCO . . o« « + & o a v« « o s o2 e . o149
1. DID THE ANCIENTS PAINT IN TRUE YRESCO? . . . . . 131
2. FRESCO PAINTING IN THE FIFTEENTH CENTURY ., . . . 132
8 FRESCO PAINTING IN THE SIXTEENTH CENTURY . . . . 138

! 4, FRESCO PAINTING IN ITALY IN THE SEVENTEENTH AXD
EIGHTEENTH CENTCRIES . . . « + « « =« « o« . .18¢
5. FRESCO PAINTING IN THE NINETEENTH CENTURY. . . . 18%

OIL PAINTING . . . + v v o « & o « o + & « « 189
THE PAINTING-ROOM . .+ . & . 4 o « o« « & » . « .180
THE IMPLEMENTS, ETC. + « + « o =+ o « « » s« o & 197
VEHICLES « = & + o o & « o o o o o+ o « o+ o o o202
OILS . = « o o « v o o = « o o o s s o s o o« .20
VARNISHES o &+« o o o 4 & o & o o« « 4 o« .209
OF THE USE OF YARNISH WITH THE COLOURS, ANXD ON

VARNISHING + & v v v o v v o e 0 0 s e
CANVAS, PANELS, ETC. + « + 4« o ¢ + o o o + o« o 215
GEOUNDS v & o o o o + o s « o =+ s & o & « « 218
THE COLOURS  « + + s+ o s s & o o o « o & & o &
PROCESSES AND MANIPTLATIONS ., . .« + « « =+ =« « « .

1. OIL PAINTING TRACTISED BEFORE THE VAN EYCES . . 235

2, THE IMPROVEMENT OF VAN EYCK: IN WHAT IT CONSISTED 244

8. OIL PAINTING, EARLY FLEMISH AND GERMAN . . . . . 23

4. INTRODCUCTION OF OIL PAINTING INTO ITALY . . . . ., 259

5

6

7

THE LATER GERMAN, FLEMISH, AND DUTCH SCHOOLS .
. THE SPANISH SCHOOLS . .+ + « « « o o o « o« o
THE FRENCH SCHOOL . . « « « o = « 4+ « o « o
8, THE BRITISH SCHOOL. . & « o « + + « o o o + .

PAINTING IN WATER COLOTRS . . . . . . . . .28

THE PAPER . . . . N §-1
PIGMENTS, BRUSHES, ETC, . « « + « + « =« + « « o .292
LEGITIMACY OF PRACTICE « . + + o « « + « . o« .+ . 298
PERMANENCY AND PRESERVATION . . . . . . . . . , 500
THE RISE OF MODERN WATER-COLOUR PAINTING . . . . ., 302

[SECECES

APPENDIX.

NOTE A. SCENE-PAINTING « . « « + « « + « « o v o 30
NOTE B. ON TRIPTYCHS, RETABLES, ANTEPENDIA, ETC. . . , 805
NOTE €. THE GLORY, NIMBUS, AUREOLA, ETC. . . . . ., . 30§
NOTE D. TEMPLE AND STATUE PAINTING . . . . . . . .3H
NOTE E. PAINTING IN EMBROIDERY . . . . . . . . . .3l
NOTE F. STUDY AT THE ROYAL ACADEMY, ETC.. . . . , , 3l
NOTE G. THE DISTRIBEUTION, IIANGING, FRAMING, AND CARE
OF PICTURES; AND ON PICTURE CLEANING AND RESTORING 31}
NOTE H. CRAYON, OR PASTEL FAINTING . . , . . . . .31
NOTE I. WHAT IS PRE-RAPHAELITISM. . . . . . . . . 81t




. 803
. 80i
. 808
.81
.31
.81
E
G 31
.31t

. 8l

PAINTING

POPULARLY EXPLAINED.

Inteoduction,

“ TAINTING,” Coleridge felicitonsly said, “is a something
C; between a thought and a thing.” With a little more
~ “circumlocution,” painting is the art of conveying

thoughts by the imitation of things. The ruling principle of

imitation in painting is, however, abstractly unreal ; for imita-
tion, to be complete, must include the relief or roundness of
objects, as in sculpture, while painting is restricted to a flat
surface. But no art pretends in the fullest sense to imitate

Nature, that is to say, to realize all her infinity. Imitation

carried as far as possible would only end with reproduction.

Each art has characteristic qualities, which its rivals do not

possess in equal degree ; and upon these stress is laid, in order

to compensate for the deficiencies. Thus, although painting
has not the power of giving actual relief like sculpture, it
vet can, by means of imitating the effects of form, light, and
shadow on the eye, sufficiently secure the impression of relief,
so that no want is suggested; and, in the addition of colour,
it has the means of imitating a very beautiful class of facts
in nature, beyond the scope of sculpture. So, on comparing
representation with description: language, as a vehicle for
conveying ideas of natural objects, is far less definite than
painting; but it can narrate the succession of events, which
painting cannot do. On the other hand, painting can embody
impressions of simultaneous action and effect, and thus
obtain innumerable harmonious combinations, which it would
B
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2 PAINTING POPULARLY EXPLAINED,.

be impossible for mere words, even if the highest poetry, to
do more than indefinitely suggest.

Although a degree of imitation is necessary in a work of ar}
for the conveyance of thought, the quantity or exactitude of
imitation in a picture forms by no means a measure of the
amount of thought or emotion which it may awaken, apart from
the simple ideas which the mind receives through the painted
resemblance of natural objects. Indeed, literal imitation is
sometimes so much dissociated from imagination, that Haydon
went so far as to say, that “the power of representing things
as they are, constituted merely the painter of domestic art ;”
adding, with characteristic presumption, “ while that of re-
storing them to what they were at creation [P] constitutes the
great painter in High Avt.” When we reflect, however, upon
the inexhaustible vichness of nature, a more humble spirit of
imitation appears not only excusable, but laudable.  Modern
pre-Raphaelitism is on this ground—viz, that of protest—
chiefly serviceable to art. For it is a mistake to suppose that
artistic imitation can ever be entirely mechanical, that it is
only a means to an end, or that it is but as language is 1o
thozlght. The eye has its own poetry, and the faithful ren-
dering of the sinplest object in nature has a special value and
beauty that touches some of the pleasantest chords of our
being. Still we must unhesitatingly give the preference to
those works in which we have not only the inherent and in-
trinsic poetry of art, but also subject and incident conveying
thought, expression, and sentiment. Moreover, though art is
finite, yet nearly every branch is too comprehensive in its
means for one man to do justice to all its capabilities ; hence
a larger measure than usual of the judgment and taste neces-
sarily shown in selection and adaptation is justly allowed to
distinguish and elevate the artist. **Style”in the highest
sense arises from the peculiar bias the artist takes in this
selection and adaptation. But “style” is also applied to the
several methods of painting materially considered ; for the
painter is a curious combination of poet and mechanie, as
his picture is a curious compromise “ between a thought and

a thing.”




es-

est
his
the
the

as
and

INTRODUCTION. 3

There have been, in the history of art, taking the word in
the last sense, four grand styles of imitating nature—Tempera,
Encaustic, Fresco, and Oil.  These, together with the minor
modes of painting, we propose arranging in something like
chronological sequence; but our design being to offer an
explanation of the art derived from practical acquaintance,
rather than attempt to give its history, we shall confine our-
selves for the most part to so much only of the history of
painting as is necessary to elucidate the origin of the different
practices which have obtained at different periods.

We shall therefore give, in the first place, a full description
of each method of painting, together with explanations of its
technicalities, and then add connecting notices, following the
order of time. In this way we shall trace Tempera from
remote antiquity to the works of the later Roman painters.
After long neglect, it will reappear in the thirteenth century,
and prevail till supplanted by the introduction of Oil painting.
Encaustic will furnish an episode at the period of the greatest
refinement in Greece. The Byzantine school of Christian
art must be estimated from mosaics, which for some four cen-
turies were almost the only form of art; and for the Roman-
esque style and period we must dip into Missals, The
fourteenth century gave us {gennine) Fresco, in which, in the
sixteenth century, the noblest monuments of the art of paint-
ing were executed. The improvement effected at the com-
mencement of the fifteenth century in oil painting by the
Van Eycks having led to such remarkable results, the sub-

Ject will engross a large share of our attention, more especi-
ally as recent research has thrown considerable light on
questions conneeted therewith. Modern Water-colour painting
is in reality but a variety of tempera. It has, however,
received such distinet and extraordinary development during

the last fifty years, that it is entitled to the separate consider-
ation we have given it.

32
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PAINTING POPULARLY EXPLAINED.

Painting i Tempera,

\ most ancient method of paiuting ; but we shall confine
our attention more particularly in the first instance to
the process employed by the painters of Christian art in Italy,
both because their works arve preserved and may be examined,
and because they have of late risen so rapidly in public estima-
tion. Merely from any dissimilarity in the appearance of the
painting, it would occur to few visitors to a coilection of
pictures which included works by the earliest Italian painters,
that these are not oil paintings at all. Indeed, it has been
found impossible to distinguish between a painting esecuted
with oil colours and a tempera picture which has imbibed
the oil varnish. Yet, before the introduction of the so-called
invention of oil painting by the Van Eycks (which Vasari, the
blographer of the Italian painters, says was brought from
Flanders to Italy by Antonello da Messina in the early part of
the latter half of the fifteenth century), all paintings were
executed in tempera, or by some other method than that of oil,
There have been many impossible statements made, and con-
tradictory opinions given, in reference to “tempera:” these
we shall endeavour to qualify or reconcile in our definition.
Painting in tempera is so named because the colours
are “ tempered,” or mixed with and diluted by a “ medium,”*
to a proper consistence, to be conveniently taken by and
applied with the brush, and to adhere to the surface, this
medium being neither oil nor simply water. The artist
is often compelled to have recourse to very offensive media
to make known his most vefined revelations. In tempera the

3 }U E place tempera first, because it is unquestionably the
Ny g

W

* A medium or ““vehicle,” as it iz otherwise called, is the fluid in
which the colour is held in suspension while transmitted or conveyed
from the palette to the picture. Sometimes the word * medium” is
taken to mean a vehicle which shall be mediate between oil and water,
that is to say, unite the properties and advantages of both.
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PAINTING IN TEMPERA. 5

medium is composed of water and more or less glutinous in-
gredients, soluble at first in water, such as egg, milk, gums,
&e. For some purposes, such as painting on linen, it was
identical with the ordinary “ distemper” of scene painting
(see note A in Appendix), in which the medium is weak size
of glue (glue dissolved), and in which plaster of Paris suffici-
ently diluted is worked into the colours. This carbonate of
lime, or whitening, is less active as a basis for colours than
the pure lime of fresco : but 1t is entirely destructive of trans-
parency, and the ancient tempera without its final coat of
varnish was frequently almost equally opaque. However,
from the greater viscidity of the medium generally used by the
old tempera painters, such, for instance, as yolk of egg, the
surface of their paintings was not so dead as common dis-
temper; and the colouring was altogether more lastrous,
though still not to be compared with oil painting generally for
transparency. The pictures were, besides, thickly varnished
when finished; transparent pigments were used in shadows,
to assist the occasionally careful study of reflected light; and
the execution was of course infinitely more painstaking.

The Italian substantive fempera admits, nevertheless, of
the widest application, and would include any medium, even
oil; but in its most restricted and proper acceptation it means
a vehicle in which yolk of egg (beaten sometimes with the
white) is the chief ingredient, diluted as required with the
milky juice expressed from the shoots of the fig-tree. *Gum
water 1s necessary for occasional glazings, and in painting
blue draperies size is better than yolk of egg, as the latter is
apt to tinge the blue.”—(Latilla on Fresco, &c¢.) Vinegar pro-
bably replaced the fig-tree juice among the northern artists,
from the difficulty of obtaining the latter, and in modern use
vinegar is substituted. Haydon says vinegar should be used,
to prevent the putrefaction of the yolk of egg; but the early
Italian painters preferred the egg vehicle when it had been
suffered to stand until it had become decomposed—hence the
phrase, painting “& putrido” On walls, and for coarser
work, warm size was occasionally used ; but the egg vehicle
undiluted was preferred for altar-pieces on wood. Such are
the media, or vehicles, described by the chief Italian writers
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as used by the early painters before the invention and im-
provement of oil painting. Pliny also mentions milk and the
egg vehicle as employed for ancient wall paintings. The finer
ege tempera, in dry climates, has been found to attain so firm
a consistence as to withstand ordinary solvents. The use of
wine in diluting these glutinous vehicles was common for a
long period. Buffalmacco, of whom so many humorous
stories are told by Boccaccio and Vasari, is related to have
persuaded some nuns for whom he painted to supply him with
their cholcest wines, ostensibly for the purpose of diluting
the colours, but really to be slily imbibed by the thirsty
painter himself, Thenorthern artists were sowetimes obliged
to content themselves with beer. In the works of the northern
tempera painters there are, however, very marked differences
observable in their impasto or body of colour; it is certain,
therefore, that these painters employed media of various de-
grees of consistency.

GROUXNDS, ETC.

THE anclents, it appears, were unacquainted with oil painting :
they painted in tempera {or part fresco and part tempera) and
encaustic, on wood, clay, plaster, stone, parchment, and canvas.
Few, however, of the great painters of Greece painted upon
walls.  Apelles never did, and even the works of Polygnotus
at Delphi are supposed to have been painted on panels in-
serted into the wall. As they were subsequently removed,
the same may be inferred of the pictures of the Pecile at
Athens. According to one account, canvas was not used
until the time of Nero; and though this statement appears
to be doubtful, yet, as there is no mention of its having been
employed by the Greck painters of the best ages, its use was
most probably of late introduction. Pliny notices, as one of
the extravagances of the time, that Nero bad his portrait
painted on canvas 120 feet bigh.

Tempera pictures for the altar-pieces, triptychs, &e. (see
note B in Appendis), of the Middle Ages, were generally exe-
cuted on panels of wood. The painters of that peried always
used a “ ground” {or substratum on which the picture was

executed) of pure white plaster of Paris (in Italian gesso) or
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washed chalk (whitening) with size: a preparation which has
been employed without change from remote antiquity, the
ground of the paintings on Egyptian mummy ecases being of
this description. Such a ground, unless exceedingly thin,
becoming brittle with age, is evidently unsafe on canvas,
especially if the picture should ever be exposed to be rolled
for convenience of removal. The Venetians, therefore, who
from the first preferred cloth or canvas¥* of fine texture, took
the precaution of spreading the composition of size and gesso
as thinly as possible. The fine picture by Mantegna, in the
National Gallery, and “The Triumph of Julius Cesar,” at
Hampton Court, are in tempera on cloth. Wood, however, was
{frequently covered (particularly in the earliest or Byzantine
pictures) with parchment, leather, or linen. Walls which
were to receive paintings of a finer description appear also
to have been prepared with cloth glued over the surface.

Upon the gesso ground the old tempera painters were ac-
customed to apply a coat of Armenian bole mixed with glue
on which they spread leaf-gold; and though the practice was
gradually discoutinued, it was occasionally adopted in oil
painting in Italy ; and in Flanders was continued even to a
comparatively late period, it being considered that the gold
ground gave great brilliancy to the colours.

When the white ground was used, it was very carefully
prepared ; and the tempera picture was frequently commenced
by tracing the design from a drawing or cartoont on which
it had been accurately studied, in & similar manner to that
(which we shall fully describe) practised in fresco painting.
Cennini,} however, does not speak of a cartoon, but recom-
mends that the drawing should be first sketched on the white

* It may be mentioned that the words cloth, linen, and canvas are
used indiscriminately, and simply in contradistinetion to wood,stone, &c.

t From the Italian cartone, stout paper or pasteboard.

1 Cennino Cennini wrote a valuable and interesting Treatise on
Painting (1437), which deseribes the practice of tempers, secco, fresco,
&c., in Italy before the introduction of the improved oil painting.
This treatise (Yrattato delle Pittura) has been translated, together
with the excellent notes of the former editor Tambroni, by Mrs,
Merrifield. Cennini was the pupil of Agnolo Gaddi, who derived the
method he taught through Taddeo Gaddi from Giotto.

;
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ground in charcoal (which admits of being readily obliterated),
and then ountlined in ink with a minever pencil; the shadows
to be afterwards washed in. The effect of this insisting, as
it were, upon the outline with ink, will account for the hard
outlines and sharp edginess so conspicnous in these ancient*
works. The mode of commencing a picture by tracing the
outline was followed by the early oil painters without change,
and even greater care. Anexample of this is presented in the
original pen-and-ink drawing from which was traced the
small picture by Raphael, “The Vision of the Knight.”
The drawing is placed under the picture in the National
Gallery, and the holes pricked in the outline by the tracing
point are very plainly to be seen.

From the thickness of the vehicle employed, and its un-
manageable nature, the tints, as in fresco, were mixed to the
required local hues,t or the colour proper to each particular
spot as seen modified by light and shade (not the local colour,
which is the “self-colour” of an object, and what we mean
when we talk of a “red coat” or a “green field”). The
practice of using these compound or mixed tints was com-
monly adopted by the early oil painters, and continued when
the movements of the pencil became far more free, the
blending being continued more or less on the picture when
applied.

Portions of the tempera picture were finished while
the ground was left untouched elsewhere. Cennini directs
that the head should be finished last. This practice of
finishing parts separately was likewise adopted by the first
oil painters, excepting that they did not reserve the flesh for

* The word © ancient” is now commonly applied to the “ old” masters
and their works, in order to coineide with ordinary usage in the appo-
sition of the words * ancient” and * modern.” The only objection to
the substitution of the word * ancient” for ** old” in this case is, that it
may sometimes oceasion ambiguity as to whether ancient be meant for
classical.

t+ Tints differ from each other in being simply lighter or darker, but
hues differ in colour. Therefore, we may have many tints of one colour,
and various hues of one particular degree of intensity in relation to
black and white. In ordinary usage, however, by ** tints” we frequently
mean colours generally, and the word is often substituted for ** hues.”
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PAINTING IN TEMPERA. 9

the last. A picture by Leonardo da Vinei, in the MMilan
Gallery, has some parts nearly finished, with others merely
outlined ; and the remarkable picture attributed to Michael
Angelo by Dr. Waagen (as one of the very few pictures he
executed in oil), and exhibited in the Manchester Art-Trea-
sures Exhibition of 1857, is in a similar condition.

A mode of painting, “transparencies” as they would now
be called, on linen, appears to have been practised during the
fourteenth century in Germany ; but more extensively, if not
originally, in England. At all events, if the English method
was not peculiar to the country, it was distinguished for its
greater transparency when held before the light. The artists
worked with water colours on closely woven linen. The linen
was saturated with gum-water; when dry it was stretched
on the floor over coarse woollen and frieze cloths, and the
artist drew and coloured his subjects walking over the linen
with clean feet, the superabundant moisture being absorbed
by the woollen eloths underneath. When finished, the semi-
transparency of the linen wuas not lessened, as the colours
had no body. It was common in the fifteenth century to
hang rooms, instead of tapestry, with large works on linen
executed in the ordinary tempera; but as late as the begin-
ning of the sixteenth century, a German mode of painting on
cloth was distinguished for its transparency from the Italian
tempera. For Vasari mentions, in his Life of Raphael, that
a drawing sent by Albert Durer to the great Italian, was
painted in water colours on a fine linen cloth, which showed the
transparent lights on both sides without white, water colours
only being added, while the cloth was left for the lights;
“* which thing appeared wonderful to Raphael.” Sir Charles
Eastlake, in his invaluable work with the too modest title,
Materials for a History of il Puaiating, seems to be of
opinion that the introduction of this German method of
painting into Venice, influenced the schools of the north of
Italy, and may explain the preference always given to canvas
by the Venetians ; that the linen was chosen fine in texture ;
and that their works were executed in a comparatively thin
though not transparent tempera. Sir Charles instances, also,
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the studies of Squarcione, Leonardo da Vinei, Luini, and
other of the pupils of Leonardo, as executed in this manuer;
and says that the cloth of fine texture was frequently em-
ployed by them, even for their finished pictures in oil,  The
great reconmnendation of this mode of tinting linen as op-
posed to the solid tempera, no doubt was, that in the humid
climate of England and the Netherlands it was less liable to
be affected by damp than colouring with more “body” or
substance.

Mrs. Merrifield, in her Awcient Practice of Paiuting,
thinks it not at all improbable that some of the early trans-
parent paintings executed in Germany, France, and England
may have been intendeG and used occasionally instead of glass
for windows, when gless was extremely rare and costly. &
practice prevailed also in England, previous to the introduc-
tion of printing with blocks, of painting linen cloth intended
for wearing apparel, as well as probably altar-cloths and
hangings of apartments, with figures, fiowers, and various
devices, in imitation of embroidery.

GILDIXNG, ETC.

TrE splendour of gold and gilded embellishment has Leen
largely introduced into the arts of all nations. Mr. Layurd
tells us that the Assyrians were prodigal of its emplogment.
The Egyptians used it, and we read of it frequently in the
Bible. The solid precious metal was lavished by the Greeks in
their chryselephantine (or gold and ivory) sculpture. Every
school-boy can talk of ““ the golden house of Nero;” and one of
the principal features of the art and decorative work of the Mid:
dle Ages was the profuse employment of gold. The era from
the earliest Christian period to the beginning of the fifteenth
century may be termed literally (certainly not symbolically!
the golden age in art. In the ancient mosaics gold behind
glass was used for the ground; or, perhaps more properl
speaking. background, and the dresses. The Byzantine ani
early Ttalian pictures, missals, and wall-paintings were sim
larly adorned, though the gold is so thickly covered with
dark varnish on some Byzautine pictures as to be scareelf ”
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PAINTING IN TEMPERA. 11

recognisable. This decoration was retained, although kept
more subordinate, long after the introduction of oil painting.
Domenico Ghirlandaio was the first, according to Vasari, who
discovered the method of imitating gold with colours. This
is somewhat singular, seeing that this great master was
originally a goldsmith.®*  One of the disadvantages of gold
applied to pictures is, that it gives, especially when seen in
situations where 1t veflects the light, a peculiar heavy leaden
effect to the subjects or portions painted, and destroys the
beauty of the colours and the harmony of the picture by its
superior brilliancy.

In the early pictures, the proportion of the surface covered
with the precious metal fur exceeded that over which the
colours were spread. Even in the Augustan age, the indul-
gence in the tempting richness of gold could scarcely have
been carried so far as in the works of Christian art of the
fourteenth century. The paiuters of this period used gold so
generally, that figures in gold dresses with shining glories
{see note C in Appendix) round their heads were placed
upon gold backgrounds (indicative of the open air) without
any shadow “cast” from the figures. The most imposing
example of the application of goid in the National Gallery
may be seen in the large altar-piece by Andrea Orcagna. In
the early Frankish or Carlovingian MSS. silver is frequently
blended with gold. The backgrounds in the oldest Italian
pictures (Sienese school) is pure smooth gold; a characteristic
borrowed from the most richly-illuminated MSS. of the same
period: but subsequently the gold had patterns or diapers
stained, embossed (as in bookbinding), or painted on it.
When the background was not gold it was diapered occa-
sionally, as in the extraordinary painting preserved at Wilton
House, believed to be the work of a foreign artist, but which
contains the most authentic portrait of our Richard II. The

* Many of the greatest sculptors, painters, and architeets of the best
period in Italy, either issued from the goldsmith’'s workshop or success-
tully practised the goldsmith's art. We need only meuntion, in addition
to Ghirlandaio, Brunelleschi, Lucca della Robbia, Ghiberti, Paolo
Ucello, Antonio del Pollajuolo, Andrea del Veroechio, and Cellind,
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gold and diapered backgrounds have been revived by Hess
and other modern painters of the German school; and in
Mr. Holman Hunt’s alveady famous picture, “The Light of
the World,” the head of our Saviour is encircled with a
golden nimbus. In Greek (Byzantine) works and the earliest
Ttalian paintings, even the lights on the dvesses of' the figures
are heightened with gold applied in lines. After the year
1400 all painters seem to have discarded the flat gold back-
ground, with the exception of Fra Angelico da Fiesole. Inthe
north, open backgrounds in temypera pictures, before the time of
Van Eyck, are extremely rave. In German art the nimbus is
comparatively seldom seen; where gold objects ave repre-
sented in the pictuve itself, they ave laid in with the flat leaf,
then outlined, and the shadows, as it were, etched with
pure black lines, such as we find in large early woodeuts
Sometimes the lines are crossed and sometimes dotted, as In
the woodcuts of A. Durer.

The gilding on many old wall paintings is in such a re
markable state of preservation, that it is desirable to ascertain
how the gold was applied. The gold-leat’ itsell’ was thicker
the mumber of leaves obtained from an equal guantity o
metal having been gradually increased since the time of the
Romans. The mordants* were of two kinds, one of which
served for miniatures and places not exposed to damp; the
other and more durable being, according to some documentary

evidence, an oil mordant; but the most ancient was probably
Branchi, from a chemical analysis of som
portions of the gold ground of the mural paintings by
Benozzo Gorzzoli and Buffaulmaceo, in the Campo Santo &
Pisa, concludes that wax was the principal ingredient of the
mordant there used.

The go'd was always supplied by the persons who ordere
the pictures; and when these were either unable or unwillisf
to pay for the precious metal, it was usual to substitute forite
wall paintings leaves of tin-toil covered with a yellow varnis

* Mordant, the adhesive matter used by gilders to secure the g(ﬂ_‘
Jeaf; also a substance used in dyeing or calico printing to fix or bife?
the colours—hence the name mordant, froim nordeo 10 bite.

glutinous. Prof.
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PAINTING IN TEMPERA. 13

(auripetrum). In order to economize gold, the old masters
had another invention called * porporine,” a composition of
quicksilver, tin, and sulphur, that produced a yellow metallic
powder, and which they employed instead of gold. A sub-
stance of similar nature is wsed to this day in England as 4
substitute for gold on coloured woodeuts and chromolitho-
graphs.  Silver likewise served as a foil over which yellow
and other colours ground with oil were glazed; it was also
used in representations of armour, as may be seen i the
remarkable picture of * The Battle of Sant” Egidio,” by Paolo
Ucello, in the National Gallery.

Besides these, other decorations were introduced into the
Ttalian pictures of the fourteenth century, such as stucco
ornaments in relief; and actual gems (or imitations of them),
termed “ nouches,” which were inserted where jewellery was to
be represented, more especially in the raised diadems of saints,
Such decorations, together with the draperies which we shall
see later, were already executed in oil,* and the carved frame-
work, tabernacle or surrounding eraamento itself of the pic-
ture were completed first.  The face and hands, which at this
period were always in tempera, were added afterwards—at
Jeast after the draperies and background weve finished. In
early times the artist executed all the varions operations con-
nected with his picture himself. Hence the number of arts
practised in the cloisters, and included in the practical direc-
tions given by the monks in medizval MSS. In later times
the work was divided; and Sir Charles Eastlake tells us that
“the decorator or gilder was sometimes a more important
person than the painter. Thus some works of an inferior
Florentine artist were ornamented with stuccos, carving, and
gilding by the celebrated Donatello, who in his youth prac-
tised this art in connexion with sculpture.  Vasari observed

* Tempera pictures of the fourteenth and beginning of the fifteenth
century frequently exhibit an inequality of surface, some portions
having thick edges and being considerably more raised than others.
This generally results, as we shall see more particularly later, from the
partial oil painting u~ed for those portions, and the viscidity of the oil ;
but it may also have been occazioned, in some instances, by the different
eonsistence of the tempera media employed for various colours,
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the following inscription under a picture: ‘Simone Cini, a
Tlorentine, wrought the carved work, Gabriello Saracini exe-
cuted the gilding, and Spinello di Luucea, of Arezzo, painted the
picture, in the year 1385 ”
“Weinay pause to consider for amoment,” says a writer in
the Quarterly Review (1847), in whom the reader will hardly
fuil to recognise the author of Modern Painters, © what effect
upon thementalhabitsof these earlier schools might result from
the separate and previous completion of minor details. Itis o
be remembered that the painter’s object in the backgrounds
of works of this period, (universally, or nearly so, of refigious
subjects) was not the deceptive representation of a nataral
scene, but the adornment and setting forth of the central
figures with precious work ; the conversion of the picture, a
far as might be, into a gem, flushed with colour and alive
with light. The processes necessary for this purpose wer
altogether mechanical ; and those of stamping and burnishing
the gold, and of enamelling, were necessarily performed before
any delicate tempera work could be executed. Absolute de
cision of design was therefore necessary throughout ; and hari
Tinear separations were unavoidable between the oil colour ani
the tempera, or between each and the gold or enamel. Generd
harmony of effect, aerial perspective [the effect of distanc
given by imitating the influence of atmosphere], or deceptir
chiaroscuro [light and shade] became totally impossible; ant
the dignity of the picture depended exclusively on the line
of its design, the purity of its ornaments, and the beauty ¢
expression which could be obtained in those portions (the
faces and hands) which, set off and framed by this splendov
of decoration, became the eynosure of eyes. The painter
entire energy was given to these portions, and we can hard!
imagine any discipline more calculated to ensure a grand av
thoughtful school of art than the necessity of discriminatin
character and varied expression imposed by this peculiar
separate and prominent treatment of the features. The &
quisite drawing of the hand also, at least in outline, remainé
for this reason even to late periods one of the crowning exct
lences of the religious schools. It might be worthy the cot
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, a sideration of our present painters whether some disadvantage
xe- may not result from the exactly opposite treatment now fre-
the quently adopted, the finishing the head before the addition of

its accessories. A flimsy and indolent background is almost
¥ in anecessary consequence, and probably also a false flesh-colour,
rdly irrecoverable by any after apposition.”  The technical opera-
(Fect tions so characteristic of the Italian art of this period cor-
rom respond greatly with what was the practice in England; as,
is to

for instance, in the splendid decoration of St. Stephen’s
mds Chapel, after it was rebuilt by Edward 111, in the middle of
10us the fourteenth century; for the habits of the English ()
Faral painters closely resembled those of the followers of Giotto.
ntral Nevertheless the practice of gilding, stamping ornaments, and
e, the employment of mosaic, is thought not to have been in-
alie  digenous to this country. The rarity of examples in which
were  such decorations occur, where the rest of the work seems
shine  English, points to the conclusion that they never formed so
sofor essential an element in English art as they did in Italian (see
o de  latter half of note B in Appendis).

| hatt The latest modifications of gold and siiver, glazed or lac-
v ank quered foil-grounds, appear in the works of Holbein and his
enerd  contemporaries.  The Italians did not paint on gold grounds
ctane  alter the time of Titian, though large yellow-coloured radiating
reptin glories are common in his works, as well as in those of
+e anl Tintoretto and Guido, Murillo and other Spanish masters.

-

e line
uty ¢ - -

s (th Ix the finishing of their pictures the tempera painters met,
endow  however, with a great difficulty. It was, we need not say, im-
ainter Possible to prepare as many tints as there are gradations, or
hards 8s they ave popularly termed, shades, in nature. The tints
ind an Whenlaid, coveved flatly certain definable patches and breadths.
Spatin The vehicle dried too quickly to allow much blending or fusion
caliatt of the colours on the surface of the picture, and for the same
The ¢ Teason they could not be readily lightened or darkened in

HATCHING AND STIPPLING; FUSION OF TINTS, ETC.

Jaint tone.* Therefore, for portions requiring very delicate grada-~
g @5 % Tone is either general or particular: it may mean simply the degree
the c®¥
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tions—such, for instance, as the features, in order fo convey
the impression of velief, or that parts are raised or project
beyond others, to do, in fact, on a flat surface what the
sculptor does with his modelling—it was necessary to adopt
the expedients of “* hatching” and “stippling.”  Hatching
consists of lines—stippling of dots. By patiently placing
these, one by one, more or less closely together, or of more
or less thickmess, and with mechanical regularity, it is found
that the most insensible or the most abrupt gradations can be
obtained. Stipple gives its name to that species of engrav-
ing brought to such perfection by Bartolozzi, and employed
in imitations of chalk drawings. “ Hatching ™ is a variation of
the word “etching,” and through which it is derived from
the German Efzen. The methods are frequently mixed, stip-
pling being used to soften and fill up spaces left by the crossed
hatehings; and both ave of very general application, not only
in tempera, but in engraving, drawing, oil, missal, miniature,
water-colour, and fresco painting. One explanation, will,
however, serve for all.
Hatching is the only method which ean imply any know-
ledge of forms beyond that distinetly developed by the ap-
pearances produced by the tinting. Several refinements, by
which lines were rendered more deseriptive, were introduced
by the great masters in their drawings, and by the early
Ttalian engravers, that were apparently unknown to the
more ancient tempera painters. Such was the principle
borrowed probably from observation of striped draperies, that
objects which are rounded have their rotundity best expressel
by curved lines; and that those portions which recede above
the level of the eye, or what is the same thing, the horizontd
line, should have the lines arched like a bridge; while &
represent the povtions which recede below that line, the curve

of light or shade in some specific part ; or it may refer to the gener
character and complexion, so to speak, of the whole picture. Thus %
may say indifferently of an engraving or a picture that it wants mor
tone—meaning, in the first, simply shading: but in the latter we mg
also mean that it wants more general harmony with one individw
hue, warm or cold, just as all the notes in a pianoforte are tuned!

one particular key-note.
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PAINTING IN TEMPERA. 17

should be inverted, like the reflection of the bridge in the
water. If we were to suppose a number of threads arranged
like a stave in music or the strings of a harp, and held between
the light and some irregular and rounded object, the shadows
of the threads would follow the depressions and elevations of
the surface on which they fell, and illustrate the practice to
which we allude, and which is carried to perfection in line-
engraving. Other conventional principles which have been
established are, that lines, while assisting the “ modelling,”
should be crossed, in order, by forming reticulations, to prevent
the eye following their direction; to remove the impression
of the surtace they are intended to describe being polished ;
and also to indicate the degree of roughness or smoothness
intended, by drawing the lines to intersect at a more or less
acute or obtuse angle. The tempera painters, on the contrary,
seldom curved the stroke of their brush when at any distance
from the outline, or allowed the lines to intersect, and pro-
bably never upon a scientific principle. The process of hatch-
ing may still be seen, after the lapse of from four to six hundred
years, very distinctly in several of the tempera paintings, so
many of which have lately been added to the National Gallery.
Where the touch is large, as in a small “ Holy Family” by
Pietro Perugino, the straight (vertical) strokes are very con-
spicuous; but in others, as, for instance, the presumed portrait
of Isotta da Rimini by Piero della Francesca, the lines (in
this case oblique) are so fine as to be scarcely perceptible.
Tempera, we shall see by-and-bye, was adopted as comple-
mentary to fresco, and when so used (to add at leisure force
and gradation to the necessarily hastily executed groundwork
of true fresco) hatching was indispensable ; but hatching was
also employed in the actual process of fresco painting. Here,
however, as indeed in many other cases, it was serviceable
not only for purposes of modelling and gradation, but to pro-
cure a flat tint (which is not easy to obtain in fresco), and like-
wise to conceal the joinings in the mortar. The re-touchings
of the great works of Michael Angelo in the Sistine Chapel
are all effected by hatchings (with lines which do not cross) ;
an elaborate mechanical process, scarcely to be expected from
C
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his ‘mpatient temperament. The simple straight lines of the
tempera painters were derived from the practice of the Byzan-
tine missal painters; but even inetchings by Rembrandt and
other masters we frequently sce a rounded surface repre
sented by the same means. In the frescoes of Raphael in the
Vatican theve was, however, no hatching before they were
« restored” by Carlo Maratta; nor is there in those of Cor-
reggio. Butin the earlier oil pictures by Raphael the hatch-
ing is often very evident—witness the St. Catharine in the
National Gallery. TLeonardo da Vinei, in the minute stippl
of his works, furnishes another example of a similar method,
and a method which was adopted by many other of the first
Italian painters in oil, and bas been continued to our day, a
may be seen in the more recent works of the learned President
of the Royal Academy ; and also, though very dissimilar, b
the pictures of our contemporary pre-Raphaelites.

These modes of finishing were, however, never in favour with
the northern painters, either in tempera or oil, at least it is n¢
perceptible in their smallest aud highly-finished pictures. I
these the toueh is either free from mechanical regularity,
in Teniers, or the tints are laid to appear as nearly as prae
ticable like an even wash, as in the partially tempeva picture
of Meister Stephan, in the National Gallery; in the ol
paintings of Van Eyck, and later of Micris, and many othe
Duteh painters of cabinet® pictures. This is surprising
when we reflect how delicately wrought was the engravin
and pen-drawing they olten practised ; and that some of then
including Van Eyck, were also illuminators, in which stipplin

is inevitable. For in missal painting, from the impossibilit
of spreading a flat tint on the vellwn of which the ancier
books were composed, the illuminators were compelled t
have recourse to what Fuseli calls the “elaborate anguish”¢
the system. The modern miniature painter is also place
ander similar conditions, the hard smooth surface of t
ivory obliging him to finish, as it is pleasantly termed, wit

» Cabinet pictures are so named because they are so small in s
as to be readily contained in a cabinet.
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PAINTING IN TEMPERA. 1y

line, ¢ dot and go one.”  Finally the painter in water colours
chooses these methods, because by them he can obtain greater
richness and finish.

We have said that the fig-tree juice was replaced among
the German and English tempera painters by vinegar; but
this would not retard the rapidly dryving vehicle sufficiently
to explain the careful rounding of forms and fusion of tints
observable in their works. This was effected, it appears, by
the addition of honey. The more obviously luborious pro-
cess was alone that which was, with few exceptions, known
or practised by the earlier artists of Italy. After the middle
of the filteenth century the exceptions are less rare, but wax
and other ingredients besides honey were probably employed
at this period.

The lines and dots of the tempera painters are generally
of the same hue, though lighter or darker than the colour
which they cover. Occasionally, however, as in one of the
examples of Botticelli in the National Gallery, we see some
indication of a principle, invaluable for the attainment of
purity and richness of effect, carried to perfection by IMr,
W. Hunt and other water-colour artists; viz., the placing
side by side separate touches of uubroken, but diverse colour,
and leaving them for the eye to biend and unite. The system
of shading with a * self-colour,” us pink with crimson, and
light blue or yellow with deeper tints of the same colour,
was afterwards shown in the Roman schools to be compatible
with the most elevated style of painting, though not of
actual imitation. In the very early works of the Sienese
this system we find did not obtain: salmon-coloured Hghts
are placed in the flesh over very dissimilar hues, not to speak

of the ghastly contrast they present with the green shadows
and pink checks of the faces.

THE VARNISH.

A SHORT inquiry into the nature of the varnish used by the

temI?era painters at the end of the fourteenth century, acc{uires

considerable interest for the general reader from the circum-

stance that, as we shall see in treating of Oil Painting, it
c 2
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was, there is little doubt, in search of a more eligible varnish,
that Van Eyck effected the great improvement in the vehicle
of oil painting which finally everywhere superseded tempera.
It is probable that varnishes composed of resins dissolved
in oil have been used in the most ancient times. Beyond all
doubt the composition of varnish was known in Persia, Indi,
and China before the best period of painting in Greece; and
it is,then, not to be supposed that the Greeks were unacquainted
with this art.  Yet such would have been the case, it we give
credit to what may be inferred from a paragraph in Pliny, in
which he tells us that the great painter Apelles was indebted
for his unequalled colouring to the employment of a liquid
which he calls “atramentum,” with which he covered his
pictures when they were finished, and with which no othe
painter was acquainted. Pliny observes, ““There is in the
pictures of Apelles a certain effect that cannot be equalled”
and that “tone was obtained by means of atramentuin, whic
fluid he passed over his pictures when the painting was con
pletely finished.” “ This liquid,” we are further told, * bronght
out all the brightness and {ulness of the colours, and also pre
vented the dust or similar substances from impairing their
lustre. It was so transparent that it was not perceptible unti
you were very near to it.” One of its greatest advantage
was, that the brightest colours under its influence, so far fron
dazzling the sight, seemed as if viewed from a distance, o
through a glassy mediam, which imperceptibly lowered th
tone of the most brilliant tints, rendering them more chast
and agreeable to the eye. Sir J. Reynolds thought he saf
in this passage an authority for glazing.¥* At all events th
word atramentum would seem to imply that the transpares
varnish was of a brownish tint; and Sir Charles Eastlake bs
even suggested that, as the varnishes of the medieval painte
were all of a red or brown tinge, their dusky hue was possib}
traditionally derived from the best ages of Greece. 1t shoul
be remembered, however, that the clearest varnish when sef

* Glazing is effected by spreading thin tints of various transpar®

colours. This term is explained more fully in the article on ¢
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in considerable quanti‘y appears dark in colour, We have a
distinet mention of a varnish by Aetius, a medical writer of as
early as the end of the fifth century. From the eighth century
till the time of Van Eyck the mention of oil varnishes (linseed-
oil from its more readily drving being generally preferred
to nut-oil) oceurs occasionally in MSS.; sandarac and mastic
resin being the ingredients commonly boiled in the oil,
although oil alone, thickened to the consistence of a varnish,
was used in the twelfth century. Such varnishes continued
in use in ITtaly till the Raphael era, when the Italians began
to employ varnishes prepared with the far more rapidly drying
essential oils.  Varnish, m addition to its other use, was em-
ployed by the early Venetian and other decorators in gilding
the back of glass, and likewise for painting on glass, as distin-
guished from glass enamelling, in which the colours are fived in.

But the question remains to be determined—What was the
nature of the varnish ordinarily employed by the tempera
painters about the time of Van Eyck, and spoken of by Cennini
and others under the familiar title of “ Vernice liquida
The derivation of the word veruiz bears materially on the
question. This word, variously modified, is proved by Sir
Charles Eastlake, with much philological research, to have
been, in its primitive form,  Berenice,” the original Greek
name for amber. The possibility is even intimated that the
name Berenice, or Pherenice, borne by more than one daughter
of the Ptolemies, was the original word. TFurther—* The
literal coincidence of this name and ils modifications with
the vernice of the Middle Ages, might almost warrant the
supposition that amber, which by the best ancient autho-
rities was considered a mineral, may at an early period have
been distinguished by the name of a constellation, the con-
stellation of Berenice's (golden) hair.”"— Materials, &e., p. 230.

The original (%) amber was, however, confounded with other
materials, which gradually served either as substitutes or
entirely superseded it. Among these were copal and sandarac
resin.  The latter resembles amber less than copal; but it is
proved, from abundant and conclusive evidence, that,on account
of its greater cheapness and easier solubility in oil, it was the
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[5]

usual substitute for amber; and that, when dissolved by heat
in linseed oil, it was the * Vernice liquida,” the customary
varnish for tempera pictures. Concrete turpentine (or the
resin in its dry state), previously prepared over a slow fire
until it eeased to swell, was sometimes added to assist the
liquefaction, first in Venice, where the material was easily
procured (hence the name “ Venice turpentine”), and after-
wards in Florence. All varnishes are affected by air soouer
or later, and this is less durable than amber or copal. In
some old tempera pictures, the whole surface, or large spaces,
may be cbserved freed from the original varnish, while it
remains in detached dark-brown spots on others. This erack-
ing of the varnish seldom affects the painting underneath, a
proof that it was applied when the tempera was quite dry.
The  Vernice liquida” was subjected to long boiling, to ren-
der it more drying; but the disadvantage of this mode o
prepavation was not only that the varnish became so thick as
actually to require to be spread with the hand, but that by
this long boiling it became at the same time so dark as to
materially affect the tints over which it was passed.

“ 1t is not impossible,” says Sir Charles Eastluke, * that
the lighter style of colouring intvoduced by Giotto may have
been intended by him to counteract the effects of this varnish,
the appearance of which In the Greek pictures he could not
fall to observe, Another peculiarity in the works of the
painters of the time referred to, particularly those of the
Tlorentine and Sienese schools, is the greenish tone of their
colouring in the flesh; produced by the mode in which they
often prepared their works, viz., by a green under-painting
"The appearance was neutralized by the red sandarac varnish
and pictures executed in the manner deseribed must haw
looked better before it was removed.” The mediceval paintes
were so accustomed to this red appearance in varnishes, the

they even supplied the tint when it did not exist.

THE COLOURS.

Otr knowledge respecting the colours used by the painter
in classical times is derived chiefly from a few passages ¥
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anelent authers; but some information has been drawn from
experiments on the colours in the remains of ancient paint-
ings, and on pigments* that were found at Pompeii, and in
vases beneath the ruins of the palace of Titus at Rome. On
the authority of a passage in Pliny, it has been frequently
stated that Apelles and other celebrated Greek painters nsed
only four colours, viz., white, yellow, red, and aframentum,
a black (or brown); but it has been observed that it must be a
mistake to suppose thut they were acquainted only with these
colours, or that they never used any others. Indeed, unless
Pliny be supposed to point out a distinction in this respect
between the practice of the earlier and later painters, the
wossiping connoisseur contradicts himself; for in all he enu-
merates no less than five different whites, three yellows,
nine reds or purples, two blues, two greens, and one black
{atrarentum), which, moreover, appears to be a generic ex-
pression that includes bitumen, chareoal, ivory or lamp-black,
and probably a blue-black, which thinned would supply a
blue tint; and a longer list might be made out from other
authors. Most certainly, however, from the four colours
named, innumerable hues and tints might be composed ; and
Sir Humphry Davy says, very justly, in the account of his ex-
periments on the ancient colours: “ If red and yellow ochres,
blacks and whites, were the colours most employed by
Protogenes and Apelles, so they were likewise the ecolours
most employed by Raphael and Titian in their best style.”
And it must be remembered that from the superior im{oort-
ance attached to design, great soberness in the use of colours
prevailed for a long time in antiquity. “Even the Ionic
school,” according to DMiiller, “ which loved florid colouring,
adhered to the so-called four colours even down to the time

* “Colours” and “ pigments” are commonly confounded; but pig-
ments, or, as they are popularly termed, ** paints,” are those substances
possessing colouring power in so eminent a degree that they are used
on account of that property. Pigments are, so to speakg material
cologrs. # Colours™ are generally understood to mean the. pigments
.apphed to the picture. The reader will perhaps think, with us, that it
is hardly necessary always to observe the distinction. ’ ’
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of Apelles; that is, four principal colouring materials, which,
however, had not only natural varieties themselves, but als
produced such by mising; for the pure application of u few
colours only belonged to the imperfect painting of the archi.
tectural works of Egypt, the Etruscan hypogea, and the
Grecian earthenware. Along with these leading colours,
which appeared stern and harsh to a later age, brighter and
dearer colouring materials were gradually introduced.”—
Ancient Avt and its Remains.

The light tone of colouring so characteristic of most of the
works of the later Christian painters in tempera, has, we have
observed, been referred to the allowance made for the dark-
ening effect of the varnish. DBut there is another reason for
the pale colouring of the period. The pigments in use had
little intensity of tone; the browns, for instance, were by no
means dark. Hence, with the imperfect monotonous system
of shading already described, those painters had no means of
producing depth of effect. But it would appear that they
sought to compensate for this by preserving the local colours
in their full strength and purity. The delicacy which they
seem In most Instances to have aimed at in their flesh tints,
may, however, have influenced the treatment of the rest of
the work.
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Wy Painting, or Encanstic.

G\\\/:HE explanations given of the ancient wax painting are
almost inextricably confused and contradictory. There

appears to have been three distinct methods, so entirely
dissimilar that we shall best avoid confusion by describing
them, according to the best authorities, separately.

Of the art of using colours prepared with wax, and of fixing
pictures so executed by the aid of fire, the application of the
term “encaustie,” which strictly means “burning in,” is
scarcely sufficiently descriptive. Yet, in whatever operations
wax was subjected to the action of heat, the process appears
to have been considered by the ancients a species of encaustic.
Polishing walls, for example, was denominated Eausis, and
the varnishers of statues were called encaustai. After the
later Pagan painters, the prevalence of encaustic painting
among the Christian artists led to the gradual application of
the term to all kinds of painting ; and even when it was super-
seded by mosaic, and the process itself scarcely survived, the
term was still applied to other modes of painting. In illu-
minating, for example, the purple and vermilion used for the
imperial signatures, and in caligraphy, veceived the name of
“encaustic.” Later, the more ordinary materials of writing
were called by the medimval writers “incanstum;” and this
has finally degenerated into the “inchiostro * of the Italians,
and the English “ink.”

According to Pliny* “there were originally two modes of
painting in encaustic, the one with was, the other on ivory,
by means of the cestrum, or graver, till ships began to be

* To Pliny alone, among the ancient writers, are we indebted for a
connected and critical history of the fine arts, This is contained in
the 34th, 35th, and $6th books of his Natural History. Pausanias re-
lates numerous fucts and particulars respecting the fine arts and the
anclent artists, in his account of the statues, pictures, and temples of
Greece, but he does not furnish any connected notices.
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printed. This was the third mode introduced, and in this the
brush was used, the wax colours] being dissolved by fire”
As the brush is only mentioned in the last, it 1s evident that
in the two former modes a metal instrument was employed.
In the first mode, then, we find that a heated metal instru.
ment called the #hubdion (which might have varied in shape,
as brushes do now) or cestirum (for the terms are employed
sometimes indiseriminately), was used to blend the tints
The varicusly coloured wax pignents were prepared in cakes
or sticks, like coloured cravens in the present day. The
raabdion was used much in the same way as Turner and
other painters have dexteronsly hundled the palette-knife,
drawing with the point and regulating the impasto, or body
of colour, with the side of the instrument. The process was
elaborate : hence it was only suited for works of limited di-
mensions, and its diffieuity probably contributed to =ive the

small encaustic pictures of Pausias, executed in this siyle
their proverbial value in the eves of rich Roman collectors.
Tn the second method, the metal point, cestruim,* or viri-
erlum, as it was otherwise called, was used ; but for the purpose
of actually engraving by nieans of encanstic outlines on ivory
and other substances. Sir Charles Eastlake, however,—whose
descriptions of the different styles of encaustic painting are
the best with which we are acquainted,—thinks that even it
this instance the word encaustic need not be taken literally,
since forms burnt on ivery could not have been very delicate
s of art. It may rather be supposed that the outlines
were first drawn on waxed ivory, for the facility of correcting
them when necessary ; that they were afterwards engraved
like a seal, in a sort of intaglio in the substance; and that
the finished and shadowed design was filled in with one or
more colours; being ultimately covered with a wax varnish

WO

* The cestrum (kéorpor a xevrén) Was a pointed graver; but it
must have been formed like the stylus, flat at one end and sharp al
the other; since designs in wax executed with the point could onlf
have resembled the syrfiti (of the Italians) on ivory ; and there canbe
no doubt that the early wax pictures were much more finished.—EAsT
LAKE, Malerials, &e. p. 149,
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WAX PAINTING, OR ENCAUSTIC.

by the aid of heat. Works so produced must have resembled
the nielli, or on a small scale the sgraffiti, of the Ttalians.®

The third style was termed pencillum encaustic, because
brushes were substituted for the metal point. The colours
were kept in pots mixed with wax, and the wax was dissolved
previous to painting, sufficiently to render the pigments fit
to be applied with the brush. The wax erayons or cakes may
also possibly have been used. But the chief characteristic
of this third method was the use of the eauferiuin. This
instrument was a pan of live coals or some kind of charcoal
heater. When the picture was in other respects finished, the
cauterium was held before it till “the colours frothed,” and
this regulated fusion united the whole surface.t

This was the generally practised wax painting of the later
Pagans and early Christians, and is the chief authorization
of the term encaustic. This style somewhat resembled the
first. The artists painted on woed (larch being preferred for
all pictures); but ultimately sometimes on walls. Pausias,
Nicias, and other painters who practised the first process,
generally adopted this likewise. It is clear that, as the brush
was used in this method, the wax must have been softened and
dissolved in some other way than by heat, in order to fit it
as a vehicle; for, merely melted by heat, although with fric-
tion serviceable as a varnish, it would cool much too rapidly
for the application of the colours with the brush. But it is
remarkable that, although the ancient mode of bleaching
wax has been fully described by classic authors, no passage
has been found which clearly describes the process of con-
verting it into a vehicle for painting.  From this uncertainty,
innumerable controversies, theories, and experiments have
arisen.

Pliny, we have seen, states that the third style of wax

* FASTLARE, Materials, &e. p. 150,

t Haydon savs that it was then rubbed with wax candles, and
finally with white napkins, till the polish was exquisite. His principal
anthority for this was probably the passage in Vitruvius, 1 vii. ¢, 6.
Jut here the wax condlles, cum cande linteisque puris, are only
«l as a ecrate, or nearly colourless varnish for polishing walls.
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painting was firss adopted for ships, and he adds that it was
“proof against the sun’s heat, the salt of the sea, and the
winds.”  The common varnish for ships was, there is reason
to believe, not pitch, but wax and resin, dissolved probably
by an essential oil,* although the word “zopissa” is used
indifferently for pitch and comparatively light-coloured resin,
This varnish, more cavefully prepared in order to render it
as pale as possible, was, in all probability, the vehicle used,
as it has the qualities enumerated by Pliny.

Experienced chemical analysis has proved that the colous
of a mummny cloth had been mixed with pure wax, and it i
concluded that the wax was held in solution by a volatile ol
such asnapbtha. We have seen, from the experiments of Prof
Branchi (sce p. 12), that in the Middle Ages the mordant for
gilding was wax; and the chemist inclines to think it wa
dissolved in an essential oil, rather than a fixed drying oil
The same Professor ascertained that wax had been also used
either with or over the colours as a varnish, in the early
Pisan and Florentine pictures before the middle of the four
teenth century, and that from a resinous residuum it was
probably dissclved by spirits of turpentine: wax was likewise
used in colouring statues, and as a cement for mosaics. From
a few passages in medieval MSS,, it appears that wax was
also sometimes employed as a vehicle, and that its solution was
effect2d by a lizivium, that is to say, by some agency which
will allow the wax when ground, or in some other way united
with the pigment, to be mixed with water. Potass and lime
are mentioned as thus used, and a similar mode is still prac-
tised by the monks of Mount Athos, who retain many other
Byzantine traditions. Alkaline reagents, which convert the
pigments into a kind of soap, have had many modern ad
vocates. No direct evidence in support of the employment
of a lixivium, or the solution of wax by maceration, insteal
of its liquefaction by fire, can, however, be adduced from

* The ancients, thongh ignorant of the modern mode of distillation
were acquainted not only with naphtha, but with a method of obtaining
the essential of turpentine.
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ancient authors. All that is distinetly mentioned is the
solution of wax by means of heat in a fixed oil: walls and
statues at least were certainly sometimes varnished with wax
dizssolved in olive oil, and afterwards polished by means of
heat and friction, as already alluded to—the cloths removing
the superfluous oil, as in the polishing of furniture at the
present day.

The wax painting of antiquity was valued forits durability,
resistance to moisture, and ordinary heat, and the gloss of
which it was susceptible.  The last was a great recommenda-
tion to the ancients, especially when encaustic was employed
not only for painting on panels, but for mural decoration;
for the walls of their sumptuous apartments were very
carefully stuccoed, and polished like mirrors. When painted
and varnished, therefore, no lodgment was afforded for dust,
and there was the utmost facility for cleaning the surface.
Hence, upon the introduction of the larger style, wax painting
was applied to ceilings, and, at a later period, even to the walls
of baths. It is trne that tempera pictures were varnished
and had consequently a shining surface, but not, perhaps,
when tempera was employed for wall painting; and certainly
we should venture to say the lime-painting, either when fresco
was employed alone—if ever it was so emploved—or when it
was combined with tempera, was not rendered superficially
glossy. A higher quality, artistically speaking, was that the
pencillum encaustic was susceptible of more depth and rich-
ness, and therefore of more force, brilliancy of colour, and
gradation. And of this we are assured, that the later en-
canstic pictures were esteemed as much as the works of the
great artists executed in the older method, notwithstanding
that art was then declining. Yet encaustic never had entirely

favourable conditions for the development and appreciation of
its resources.
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Tempeta and Enenvstic in Antiquity anv the
Aivdle Ages.

‘i""{?‘:\AVING explained the principal technical processes of
-1 painting employed by the ancients, a few connecting

=/ notices of the practice at different periods, together with

a glance at inferior branches of the art—such for instance as

vase painting—are nacessary to complete a general view of the

subject.  Of the origin of painting various theories have beex

entertained. Prof. Gottiried Semper and others seem to

think itoriginated in the ornamentation ol woven fabrics; while

Miller believes it arose trom the colouring of statues and
reliefs ; and writers on ceramics follow the opinion of Pasiteles
(quoted by Pliny), that pottery was the parentof the arts, “I
shall not plague vou or myselt,” says Haydon, ““ with a useless
discussion as to wherve the arts first had origin, whether it
India or Egypt, Ltaly or Greece, betore the Flood, or atter the
building of Babel. According to my principle, the very first
man born after the Creation, with such a peculiar and intense
sensibility to receive Impressions through the eye, on the
brain, of the beauty of colour, light and shadow, and form,
so as to be irresistibly impelled in his earliest childhocd to
attempt the imitation of what he saw and felt by lines and
colours to convey his innocent thought, and combinations, it
him originated PaiNTiNG."—Lectures, vol. 1. p. 6.

1. THE EGYPTIANS.
UxpoUBTEDLY the oldest remains of painting are Egyptian;
and the eavliest, namely, those executed in the Pharaonkt
period, are by tar the hest, the arts being constantly in a stat
of deecline, trom the earliest known examples, through the
Ptolemaic period to the Roman. Three classes of painting
have been discovered in Egypt: those on the walls, those o8
the cases and cloths of mummies, and those on papyrus rol
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Of these, the paintings in the tombs and temples are ﬁl.,u1 i
nerit and intevest. The Egyptians were remarkably fond of
variety of patterns on the walls and ceilings of their houses
* . . ~ £ . .
and tombs, and on their hangings, dresses, furniture, and
vases. Sir J. Gardner Wilkinson says, “some of the oldest
ceilings show that the chevron (so cominon in Egyptian
baskets and vases), together with the chequer, as well as the
seroll and guilloche, ascribed too hastily to the comparatively
modern Greeks, were adopted in Egypt more than 2000 years
before our cra. An infinite variety of purely conveativual
devices had been invented and were in common use during
the eichteenth and ninetsenth dynasties, long belore the

e
Trojan war, as well asthe lotus and other ornaments, directly
imitated from natural objects.”

Painting in Egypt was practised under peculiar conditions.
Puinters and sculptors were forbidden by a jealous priesthiood
to introduce any change or innovation whatever into the
practice of their respective arts, or in any way to add to
them. Thus art remained stationary from generation to
generation. It was indeed considered a necessary part of the
system that painting and sculpture should not be practised by
illiterate people, lest they should attempt anything contrary
to the established order of things. The consequences were
hat art preserved many, so to speak, infantine characteristics.*
Even the imitation of nature was not carried in painting
beyond an outlined diagram, arbitrarily coloured ; much less
was any effort made to attaiu any ideal heauaty, which the
Greeks were the first to comprehend and embody. “ Nor did
the Lgyptians understand the beauty and true province of
bas-reliel like the Greeks: in their b

attle scenes they at-
* ““The child, and the uninstructed in art alike, seem to consider it
of the greatest importance to omit nothing which they are able to see.
Continuity of form appears to them a point of first neces:ity. A bounn-
dary line studiously even and unbroken [the cliief characteristic of
Egyptian painting] of an object so rituated as to atford the fullest view,
is deemed the best and most natural expression of it. This impression
is but conformable to thie first notions entertained concerning the ap-
bearance of objects, such notions Leing entirely referable to the most

familiar and habitual associations."—FIELDING on the Philosophy of
Painting.,
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tempted to make a picture; and in order to obviate the con-
fusion resulting from a number of sculptured figures oue
behind the other, they placed them in all parts of the same
ficld, regardless of the sky or of perspective, providing only
against everything which might interfere with the hevo of
the subject—the king; who depended on colossal size, instead
of art, for his importance.”—8ir J. Gardner Wilkinson.

Everything being prescribed and predetermined in Egyptian

art, we shall not be surprised tolearn that there was a regular
system of conventional proportions, and that previous fo
commencing a painting the walls were squared out with
lines. Accordingly, we find that “ the divisions prescribed by
the canons or rules then in use are very commonly found o
unfinished works, and are sometimes to be detected under the
paint in finished paintings and statues. We likewise possess
in the British Museum an ancient tablet, on which 1s pre
served an outline, exhibiting the canon of the proportions o
the human frame, in use among the painters and sculpton
of that country in the age of Amunopth IIL, about 1250
years before owr era.”*

The method of executing a wall painting has been thus
described by Mr. Owen Jones: “The wall was first chisellel
as smooth as possible, the imperfections of the stone wer
filled up with cement or plaster, and the whole was rubbel
smooth and covered with a coloured wash ; lines were the
ruled perpendicularly and horizontally with red colour, formr
ing squares all over the wall, corresponding with the propor
tions of the figures to be drawn upon it. The subjects ¢
the painting and of the hieroglyphies were then drawn on th
wall with a »ed line, most probably by the priest or chi
scribe, or by some inferior artist, from a document divide
into similar squares; then came the chief artist, who went ove
every figure and hieroglyphic with a bleck Tine, and a firz
and steady hand, giving expression to each curve—deviatis
here and confirining there the former red line. The line the

* The Proportions of the Human Figure. An interesting little b
chure, by Mr. Bonomi.
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traced was then followed by the sculptor. In this stage there
are instances of a foot or head having been completely
sculptured [incised], whilst the rest of the figure remains in
outline. The next process was to paint the figure in the pre-
seribed colours; and in some cases the painted line deviates
from the sculptured line, showing that the painter was the
more important workman, and that even in this last process
no possible improvement was omitted. There are other in-
stances where a considerable deviation from the position of a
leg or arm has been made after the seulpture was finished and
painted : the part was recarved, and the defective portion filled
in with plaster; which, having since fallen out, furnishes us
with this curious evidence of their practice.” Exactly cor-
responding with this is the description given by Belzoni of
the executing and painting of the Egyptian bassi-relievi which
he found in the Biban el Molouk, or Tombs of the Kings, at
Thebes.

The colours were mixed with dissolved glue, and appavently,
sometimes, even with wax: there is an example in the British
Museum of the colours being mixed with wax (mistaken some-
times for an oil-painting), in a small fuueral group of two
figures. The ordinary colours seen upon the sculptures and
paintings are rved, yellow, green, and blue, of which there are
two tints; black also was used, but for white, the white
ground, which was prepared as fine as letter paper, was of
course sufficient. These colowrs are sometimes modified by
admixture with chalk, but they are always applied singly and
unmixed together. Different coloars were reserved for different
objects, Men and women were painted red—the men of a darker
tint than the women. Black men alzo frequently occur,und some
cal')tives, of, probably, a race with lighter complexions, are
painted yellow, with black beards. According to the best
ch'emical analyses of Egyptian colours, the blues appear to be
oxides of copper with a small intermixture of iron: none of
them contain cobalt. Belzoui, therefore, who supposed the
Egyptian biues to be indigo, appears to be in error. The
red.s are red oxide of iron mixed with lime. The yellows,
which are sometimes of a pure bright sulphur colour, appear

D
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to be generally vegetable colours; the greens are a mixture
of this vegetable yeilow with copper biue; the vegetable, it
has been suggested, might be the Aenaé plant, which is still
used in the East for such purposes. The bluish-green which
sometimes appears on Egyptian antiquities is a faded blue,
The lacks might be from wine-lees, burnt pitch, charcoal, or
soot. Painters and sculptors held in Egypt a rank similarte
that of architects and professional seribes—indeed, painting,
sculpture, and architectuve were so intimately united that itis
almost impossible to separate them. “ The same kind of wooden
palette, or inkstand, was used by the limner in drawing out-
lines, as by the scribe in writing upon a papyrus; and the
same kind of reed pen was employed for both purposes. The
inkstand contained two colours, black and red, the latter being
used at the beginning of a subject, and for the division o
certain sentences—showing this custom to have been as old

as that of holding the pen behind the ear, often portrayed in -

the paintings of the tombs. Some palettes contained mor
than two colours—black, red, blue, green, and white. They
were of the same long shape as the ordinary inkstand, with
the usual case in the centre for holding the pens, and some
were of squareor oblong form, made of wood or stone, witha
larger cavity for each colour, Slabs and pestles [mullers] for
grinding colours are also commonly found in the tombs o
Thebes, as well as lumps of ochre, green, blue, and othe
colours. The sacred scribes were of the priestly order, bu
the royal scribes might be either priests or military men, ané
they were generally sons of the king, or of the chief men d
the court. The public scribes were also men of great tras
and consequence, to whom the settlement of public and pr
vate accounts was committed, and they assisted or performed
the office of magistrates, in condemning defaulters to punish'
ment.”—S8r J. Gardner Wilkinson. For further infor
mation on this interesting subject, see this author’s gred

work on The Private Life, Manners, and Customs of e

Aneient Egyptians.
The Egyptians, besides paiuting the bas-veliefs, paintel
also detached statues: the group of the man, woman, aul
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child, of sandstone, in the British Museum (No. 31), has been
paiuted. They also painted obelisks, sarcophagi, and other
similar objects. There is a painted sarcophagus in the Museum
(No. 39), which has been varnished. Some of the Egyptian
varnishes were made of glue, others appear to be resinous. A
bright varnish on painted wood, on analysation, dissolved with
a yellow colour, and, by mixing water with it, was precipitated
in masses, whence it may be inferred to have been a resinous
substance, dissolved, probably, in oil of turpentine. Another
experiment was made on a varnish which was thickly spread
over some colours on a sarcophagus, which proved it to be
glue. When dissolved in warm water, it showed a thready
texture, and dried into a horny translucent skin ; the solution
was immediately decomposed by alcohol and an infusion of
galls. From the very thready nature of the glue, it appears
to have been made from very hard hides, such as these of the
rhinoceros or hippopotamus.

A few words may be considered not out of place on the hiero-
glyphs (literally ““sacred sculptures”), the * picture-writing”
of the Egyptians. The hieroglyphs were generally coloured
on the great monuments when complete; and three prineipal
kinds have been remarked by M. Champollion :—1, Sculp-
tured, but not painted. 2. Sculptured and painted. 3. Drawn
in outline with a pencil and then painted. Besides which, they
may be classed as—d, Polychrome, or painted with various
colours. 5. Monockroime, or having only one tint throughout
the inseription.  As it is probable that all were painted, the
first class can only apply to certain inscriptions of which the
colours have disappeared. The second was that in use for
monuments of the highest importance, On these, by means
of simple primitive colours and flat tints, the Egyptians endea-
voured to imitate conventionally the objects which the hiero-
glyphs represented : thus the heaven was coloured blue, the
hills red, the moon yellow; men with red flesh and white gar-
ments, the folds of which are sometimes traced in red,
&c. Some idea may be formed in the Egyptian Court of
the Crystal Palace of the beautiful appearal.ce which the
tombs presented, and the gay and artistic effect produced by

D2
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lines of these pure hieroglyphs, appropriately coloured with
simple colour to imitate the cbjects they represent. Alpha
betic writing compared to it is as mean and tasteless as the
“ Frank” dress compared with the Oriental costume. It i
evident, however, that so elaborate a system of writing wa
not ealenlated for monuments, unless they were of the greates
importance. Consequently, for the books or volls of papyr
and other objects, such as sarcophagl and tablets, anothe
kind of hieroglyphs, to which the term linear has been ap
plied, were used. These weve engraved with a pointed te
when cut, and traced with the veed when written in black o
red ink; and either by tracing the outline of the object,«
by giving the principal characteristics in one thick line. Tk
linear hieroglyphs are indeed capable of many minute division
and subdivisions of style, according as they approach to, e
recede from, in their finish, the pure hieroglyphs. They for
a very large class and portion of the writing. They ar
generally black, but the leading words of the chapters s
direction pages are written in red like the rubrics of praye
books; and sometimes the work is accompanied throughot
by vignettes, one to each chapter, elaborately painted Ik
those of missals*®
Yet, with undeniable mechanical merit, searcely a sing
prineiple of art is illustrated in any kind of Egyptian paiv
ing yet discovered, if we except perhaps one or two of th
small cedar portraits whick have been found in mumm
cases, and in which we see, in addition to the outline, t
relief distinctly expressed by light and shade. Inno Egyptis
painting is there the slightest indication of a knowledge !

perspective.
2, THHE ASSYRIAXS.

Mg. Lavarp tells us that traces of colour and gilding we
found upon nearly all the bas-veliefs discovered at Ninevel

% For further information on the various kinds of writing, as £
Rieratic, or sacerdotal manner; the demotic, or enchorial; the populart
epistolary, sce Mr. Samuel Birch's Introduction to the Study of i
Egyptian Hieroglyphs.
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thus showing that the Assyrians, like other nations, painted
their sculptures and the architectural ornaments of their
buildings. The art displayed in the sculptures, although
rude and primitive, was distinguished by considerable truth
of outline and elegance of detail, and was in some respects
superior to the Egyptian. It has now taken its place amongst
other styles of ancient art, and is easily recognised by its
peculiar characteristics, especially in the treatment of the
human form, marked by the strong development of the limbs
and muscles; in the nature of its ornamentation frequently
distinguished by considerable grace and beauty; and in the
conventional mode of portraving natural objects, such as
mountains, trees, rivers, &c.  The colours employed, as far as
they have yet been analysed, were mineral pigments. There
are, however, grounds for believing that vegetable colours
were not unknown to the Assyrians, but were extensively
used in decorating the walls of their palaces: still, being
subject to more rapid decay than the mineral pigments, they
have disappeared. The colours discovered in the ruins were
a blue of great brilliancy, derived from copper; red, yeilow,
white, black, and green. These colours, with several shades
and tints, may be seen on bricks brought from the ruins, and
preserved in the British Museum. The dark black outline is
a distinguishing feature of Assyrian art. As on Egyptian
monuments, colours were probably used conventionaily—that
is to say, the same colours were always emploved for a cer-
tain class of objects. From the drawings made from painted
walls at Khorsabad, recently sent to Paris, it would appear,
however, that human flesh was closely imitated in colour.
The Assyrians seem also to have been fond of using only
two colours, such, for instance, as vellow and blue, in very
elaborate decorations, combining them so as skilfully to pro-
duce a very pleasing effect.

3. THE GREEKS.

ParxTiNe is said to have passed through several stages in
Crr.eec.e, commencing with simple skiagraplhy, or shadow-
painting; by which is meant giving the exterior outline, or
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shape of the shadow of an object, without any intermediate
lines. According to the well-known pretty fable, the orign
of painting is attributed to an effort in skiagraphy—is,
that of the Greek maiden to trace the outline of the shadow
of her departing lover on the wall. The monographic styk
consisted also of lines, but the inner lines or markings wen
given as well as the exterior outline. In monockromati
compositions, as is intimated by the derivation of the word
one colour only was used (the black designs on the vase
were probably considered monochrome paintings); while i
polychromy several colours are, of course, employed. Finall,
zography appears to have been the full art of painting to the
life, and applying colours duly subordinated to the laws o
light and shade.

Painting was later than sculpture in becoming an indeper
dent art in Greece, partly because the Grecian worship stool
in little need of it. For a long time, therefore, all painting
consisted in colouring statues and reliefs of wood and clay
Homer speaks only of red-prowed and purple-prowed ships;
he alludes, however, to elegant and elaborate embroidery
something not uncommon, and * this is painting in prineipk
though not actually in practice; it is textile painting, @
painting with the needle, and this is what it is termed by tk
Romans; such expressions are used by Cicero, by Virgh
and by Horace.”* Buft of painting itself there is little ¢
be said before about 500 B.c. Aristotle mentions a very
markable piece of embroidery, which was made for Alcisthene:
one of the luxurious natives of Sybaris. A description ¢
this shawl, which was the wonder of the Heliots, wi
be found in Grote's History of Gwreece. By the Gred
artistic traditions, the first advances in painting are ascribé
to the Corinthians and Sicyonians, who are mentioned with
out much credibility, however, as the inventors of outlin
drawing and monochrome painting. At Corinth, “the dff
of potters,” painting was certainly very early united wit
the fabrication of vases ; and the connexion of this city wit

* WorNUN'S Epochs of Painting.
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Tarquinii might have been the means of conveying the antique
style of vase painting to Etruria, for the Etruscans probably
borrowed their art from the Greeks. The manufacture of
vases was from an early period divided into two main branches:
the light yellow vases without gloss, of broader and more de-
pressed forms, with red, brown, and violet figuves, which,
for the most part, represent animal shapes of an arabesque
character; and the dark yellow vases, which were better var-
nished and of a more tasteful form, with black figures, chiefly
of a mythological nature. Both were fabricated in Greece
and Italy. The archaic, or oldest painted vases, furnish, by
the rudeness and clumsiness of their figures, the most dis-
tinct idea of the stages through which the art of design must
have passed before it could arrive atan established and regular
national style. See Birch’s Ancient Pottery, 1858,

From about 600 B.c. te 400 B.c. may be dated the period
of development in painting. The essenfial qualities of form
and expression were exhibited in historical painting, consti-
tuting what has since been called High Art. Cimon of Cleone,
whe by some is believed to have lived nearly a century before
Polygnotus, is the first Greek artist of lmportance. He
made great progress in the perspective treatment of subjects.
He is recorded as the inventor of foreshortening® or the
first to make oblique or inclined views of the figure, which
the Greeks, according to Pliny, termed Catagrapha. He is
said also to have been the first to mark the articulations, in-
dicate the muscles and veins, and give natural folds to drapery.
Vase-painting, which had been introduced into Ifaly and
Sicily from its two metropolises Corinth and Athens, remained
more restricted in its resources; so that the works, especially

* Foreshortening is the apparent diminution of the length of an
object in proportion as the direction of its length is brought to coincide
with the direction of the visual rays, Hitherto,in the history of art,
we have had no foreshortening, but only the profile view of chjeets,
placed, as it were, flat on the wall. Foreshortening was therefore a bold
invention. Cerrect foreshortening is one of the greatest difficulties in art,
and peculiar to painting, for the sculptor does not require a knowledge
of its principles, excepting in bas-relief. Michael Angelo was perhaps
the greatest master of foreshortening.
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of the Chalcidian Greeks in Lower Italy (Magna Grecis)
took Attic models as their ground-work, both in subjects and
forms. Black figures on reddish-yellow clay were now th
prevailing characteristics ; but all the peculiarities of the ol.
style were retained. Thus we find the chief muscles an
joints excessively prominent, the drapery stifly adhering o
regularly folded, the postures constrained and abrupt. Bu
owing to the facility of exercising this art, there was a grest
variety of styles or manners, peculiar to particular places o
manufacture, often with an intentional striving at the bizarme,
or carlcature. The origin of Scewography or perspectiv
scene-painting, is aseribed by Aristotle to a painter of thi
period named Sophocles, after whom it figured as a separat
art.

From 460 B.c. to 366 B.c., that is to say, from Pericls
down to Alexander, painting reached in three great stages:
degree of perfection which made it, at least in the opiniond
the ancients—and surely they were qualified judges—i
worthy rival of the plastic art (sculpture); even in the ag
when Phidias produced those marvellous works, the very
dilapidated fragments of which, in the Elgin marbles of tht
British Museum, so much excite our astonishment and al:
miration. Ancient painting appears, however, to have lozg
remained more closely allied to sculpture than the modem
Forms predominated -over the effects of light; the desig
was sharp and distinet; different figures weve separated i
order rot to confuse their outlines; the light was uniformly
distributed, clear illumination being preserved throughout:
and violent foreshortenings were avoided, notwithstandinz
considerable knowledge of linear perspective*

Polygnotus was the first great painter of renown. Accr
rate drawing and a noble und distinct manner of characterizing-
the most different mythological forms was his great menit:
his females also were graceful and atiractive, and he was @

* See MELLER'S dAncient Art and its Remains. A superior translatel
edition, with numerous additions by Welcker, of this very guggestiﬂ
work, which we have adopted as one of the authorities for this pa#
of our subject, has been published by Bohn.
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excellent colourist. His works were arranged according to
symmetrical and  architectural principles. He decorated
some of the principal temples of Delphi and the Atheuian
Acropolis.  His most important performances were those in
the Lesche, a public hall or portico (such as ave called loggie
by the Ttalians) near the temple of Apollo at Delphi. “‘As
Homer, says De Pauw, €was the founder of epie poetry,
so was Polygnotus the founder of historic painting.” From
Polygnotus may be dated the commencement of subjective
style in painting ; that is, its subjective treatment.  Sehjective
is here used in contradistinction to Objective: a work of Art
may be said to be subjectively treated when it is characterized
more by the peculiar msthetic® or idiosyneratic development
of the artist himself, than by the ordinary condition of the
object or objects treated.+ Dionyxias, Micon, Panzenus, and
others arve mentioned, *oz;ther with Polygnotus, as distin-
guished painters of the temples and porticoes. Prize contests
in paintlag were now instituted in Greece.

Apollodorus of Athens was the first great master of light
and shade, and of their effects on colour. Accordingly Plu-
tarch attributes to him the invention of tone. He received
the surname of the Shadoicer, from the foree and effectiveness
of his chiaroscuro. He has been termed the Greek Rembrandt.
As art now became established, it gradually assumed a cha-
racter more dramatic and less seulpturesque.

With Zeuxis (born not later than 450 B.c.) began the second
phase of Greek painting.  For though the peenliar excellence
of Zeuxis was a grand style of form, he united with it a higher
execution, and arrived at illusion of the senses and external
chavm.  He was also equally distinguished for the vepresen-
tation of female beauty ; for his most celebrated work was his
“ Helena™ at Crotona, said to have been painted from the

* _ﬂjsthetics is a term derived from the Greek, denoting freling,
Sel»lt.m‘.vut. imagination. The term. like some others used in a%t was
originally adopted by the (Germans, but is now regularly incorporared
inte our own vocabulary of art. By it is generally understood * the
science of the beautiful.”

t WorxNUM's Epochs, &c. p. 51.
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selected charms of five beautiful girls of that place. DButhe
is allowed to have been surpassed by Parrhasius of Ephesus,

Parrhasius gave great beauty to his contours (outlines), and
excelled in the drawing of extremities—a severe test of
draughtsmanship. He is said also to have combined in some
of his works the effect of Apollodorus, the design of Zeuxis,
and the invention and expression of Polygnotus. There ar
several stories of illusive pictures by the last two painters—
asthat of the “Grapes,” which deceived birds, by Zeuxis; the
picture representing a liren curtain, which Parrhasius brought
forward in his contest with Zeuxis, and which Zeuxis himselt
mistook for a real curtain; and the tradition bearing on this,
that Zeuxis laughed himself to death over the portrait of anoli
woman painted by himself. These stories, taken alone, might
convey the impression that mere illusion in painting wa
estimated by the Greeks beyond its true value. But so fa
from this being the case, in the highly-extolled grand styled
Polygnotus it could not possibly exist; and there is scarcely
a passage out of Pliny—and he was certainly one of the least
critical of ancient writers—in which the qualities which pro
duce illusion are eulogized. That illusive effects were pro-
duced proves, however, that the execution of this period, andal
the technical parts of the art, were brought to great perfection
The story told by Seneca of Parrhasius erucifying an ol
Olynthian captive, in order to paint more truly the agony o
Prometheus chained, in a picture of that subject, is highls
improbable, and is in all likelihood as utterly without founds
tion as are the similar stories told of Giotto and Michad
Angelo. The numerous pictures by Parrhasius of gods an
hevoes (as his Theseus) attained a canonic consideration in art
He was, however, defeated in a prize competition at Samo
by Timanthes of Cythnos.

This ingenious painter Timanthes, at another victorious con
petition (with Colotes of Teos), produced a picture containing
a device which was greatly admired by the ancients, but h#
been the occasion of more eriticism than perhaps any othe
pictorial incident. The subject of the picture was the * Sact
fice of Iphigenia,” and the painter represented her fath?
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Agamemnon concealing his face in his mantle, in order, it is
presumed, to convey the expression of an intensity of grief at
which art only dared to hint. It has been remarked, how-
ever, by Fuseli, that the picture no doubt gave the moment that
preceded the sacrifice, and that therefore Agamemnon could
scarcely be represented in any other way ; for, although many
considerations why he should sanction the deed might render
his presence at the sacrifice absolutely necessary, still he could
not bLe expected to have the fortitude to look upon his
daughter’s immolation—it would be unnatural. The Asiatic
school, as it was called, formed by Zeuxis, Parrhasius, and his
followers, we have seen, was distinguished from the older
Grecian school, the chief seat of which wasat Athens; and now
an essentially different school, that of Sicyon, was established
by Eupompus, his pupil Pamphilus, and others in the Pelo-
ponnesus. Scientific cultivation, artistic knowledge, and the
greatest accuracy and ease in drawing, were its distinguishing
characteristies.

This school brings us to the time of Alexander, which has
Leen termed the period of refinement.  Varieties of effect and
execution now distinguished the various masters, and ulti-
mately were permitted to supe

ede the more essential qualities
of art: sentiment was merged in the sensuous, and the spirit or
essence was lost in the form. The whole course of Grecian art
so much resembles the history of modern art in Italy, that
any attentive observer might draw a very exact parallel
between them. At this period encaustic painting was culti-
vated; but, according to Pliny, it had been already exercised
by Polygnotus, The school of Pamphilus, already mentioned,
acquired great celebrity: among the pupils were Apelles,
Pausias, and Melanthins, The course of study, which occu-
pied ten years—nor would Pamphilus take a pupil for a shorter
period—comprehended instruction in drawing, arithmetic,
geometry, anatomy, and painting in all its branches.

The school of Thebes produced two very celebrated painters
—.I\Vichomachus, whose execution was remarkably bold and
vigorous, and who, according to Pliny, was the most rapid
painter of his time; and his younger brother, Aristides, who
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was considered to be the greatest master of expression among
the Greek painters.®

But before all was ranked Apelles (from about 350 to 310
B..); though his real superiority is not very clearly appa-
rent. Haydon pettishly attributes it to the circumstance of
his having been a “ fashionable” portrait-painter. Certainly
he painted very « flattering” portraits of his master Alexander;
as, for example, that famons one in the Temple of Diana at
Ephesus, in which Alexander is represented wiclding the
lightnings of Jupiter,  his hand,” saysPliny, ““ standing quite
ont of the picture;” and he was paid accordingly, receiving
no less than fifty talents of gold (upwards of 50,0007} from
the royal treasury. But the fact of his having been a por-
trait-painter does not lessen his claim fo be considered a great
artist.  On the contrary, the greatest masters have been dis-
tinguished as portrait-painters; and Apelles’ style was evi-
dently that of the highest “historical” portraiture. A still
more celebrated work was his picture of Venus Anadyomene,
or Venus rising out of the Waters, taken from the people of
Cos by Augustus in lien of one hundred talents tribute. His
works were principally distinguished for a certain charis ar
grace; but he allowed that Protogenes equalled him in all .-

* Pliny mentions a picture by this painter at Thebes of the sack of |
a town, which so impressed Alexanderthe Great when he saw it, after
the storming of Thebes, that he took it for himself, and ordered it t0
be sent to Pella. The chief incident of this picture is one that ha
been closely imitated by Poussin, in his “ Plague of Ashdod,” in the ¢
National Gallery. A wounded mother was lying with her infant near |
her at the point of death, and the expression of her f{ace was remark
able for the intense agony she felt lest the child should suck (infected) &
blood instead of milk from her breast. Aristides received apparently b
very high prices for his works, and after his death they rose to at
enormous value, Mnason, tyrant of Elatea, paid him for a Persial
battle a sum not much short of 4000 sterling. About two centuries
later, or about 146 w.c., Attalus I11., King of Pergamon, gave six time
this amount for a single picture by Aristides. This same king bought
from the plunder of Greece by Mummius another picture by this master
for nearly 6000L ; but this price appeared so extravagant to the ut
initiated Roman soldier, that, suspecting the picture possessed somé
hidden value, he withheld it from Attalus, and sent it to Rome, whert
it was dedicated in the Temyle of Ceres,

z’~
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respects save knowing when to leave off.* Protogenes, whose
{00 careful finish s here alluded to, was a comparatively self-
taught artist ; but who, by faithful study of nature, rendered
his works invaluable. The anecdote told of Apelles, that
finding Frotogenes was not appreciated by the Rhodians, he
offered to purchase the unsold pictures of his brother-artist
at his own price—that when Protogenes named a sum far
below their value, Apelles fixed fifty talents, allowing it to
be veported at Rhodes that he intended to dispose of them as
his own, and thus opened the eyes of the Rhodians to the merit
of their painter, and induced them to secure the pictures for
themselves at the price named—is highly honourable to the
generous Grecian. DBut much more within our plan is the
story of the celebrated contest of lines between these painters,
which has given rise to much discussion. The anecdote is
given to the following effect by Pliny: Apelles, upon his
arrival at Rhodes, immediately sought out the studio of Pro-
togenes, who happened to be from home; but an old woman
was in attendance, and a large panel was standing ready pre-
pared on the easel. When the old woman inquired what
name she should give to her master upon hLis return, Apelles
answered by taking a pencil wet with colour, and drawing a
line (lizea) on the panel, saying, simply, “ His” When
Protogenes returned, the old woman mentioned what had
happened ; and when Protogenes saw the panel, he instantly
exclaimed, “ Apelles has been here, for that is the work of no
other hand.”  Whereupon he took a pencil, and drew upon

* Other well-known sayings are attributed to Apelles. It is said to
have been & rule with him never to have spent a day without in some
Way or other exercising his pencil: hence his maxim—nulle dies sine
ll}ma. Again, it was the custom with Greek painters to expose their
bictures when finished to the public view, in the front or in the porches
of their houses; and Apelles having in this way * exlibited” a picture,
a COlb!)ler found fault with the sandal of one of the figures of Apelles,
acritici-m to which the painter listened; but, perceiving it corrected
on the following day, the cobbler was bold enough to venture to criticise
the leg also ; when Apelles came out and indignantly said, adopting
:ikheireading of Pliny given in Sillig’s Dictionary of Ancient Artists,

Ne supra crepidam sutor judicaret >—let the cobbler stick to his last,



46 PAINTING POPULARLY EXPLAINED,

the same line or panel a still finer line, and going away,
gave orders to the old woman, that when Apelles returned, -
she was to show him “that,” and tell him it was whon
he sought. Apelles returned, and blushing to see him- :
self surpassed, drew a third Zine between or upon thes
two {secuit lineas), in a third colour, and attained the ulti- °
matum of subtlety, leaving no possibility of being sur -
passed. When Protogenes returned a second time, he car-
fessed himself vanquished, and immediately sought ou
Apelles. This panel, continues Pliny, was handed downa
wonder for posterity, and particularly to artists; for, not
withstanding it contained only those three scarcely visible .
lines, still it was the most noble work in the gallery of the
Imperial Palace on the Palatine, although surrounded by the
finest paintings of the most renowned masters, Now this |
gallery was destroyed by the first five which consumed that
palace in the time of Augustus; the picture was, therefor,
not seen by Pliny, and he must consequently have described
it, either from a written acconnt or from some other indi- |
rect source; and to this circumstance, perhaps, is owing much ;
of the obscurity of this subject.

It is barely possible to conceive, as many antiquaries have -
believed, that the word linea may be interpreted quite literally,
as a simple line: supposing the three lines to have been one |
within the other. The feat then would have been, in the first
instance, the drawing a line with mathematical nicety. But;
this performance was surpassed by drawing another line s
subtle as to be contained within the former: and still more §
surprising would be a third and final contained line, because %
of its transcendent delicacy. The three colours would b 3
absolutely necessary to distinguish each separate effort, and
the third line may be strictly said to have cut the other two !
(secuit lineas). The command of hand necessary to tracé :
with a brush three lines (the last, at least, of which must
have been nearly invisible) one within the other, would b §
most extraordinary. It is true that this implies mere manud B

dexterity, which is not especially calculated to excite the
admiration of painters now ; but the difficulty was in {h¥




e,

bed

GREEK TEMPERA AND ENCAUSTIC, 47

case certainly enormous, and a panel with such a singular
history of two of the greatest masters of their art attached
to it, might have been an especial object of wonder to
painters, and by a kind of esoteric process it might even come
to be considered the most noble work (omnique opere nobi-
liorem) of the Palatine collection.

However, if the text of Pliny will not allow us to inter-
pret the Zinee as three distinct rival sketches, it is far more
probable to suppose that Apelles made outlines of some part
of the human figure according to the ideal standard of anti-
quity, which was improved upon by Protogenes, whose line
was in its turn surpassed by the second effort of Apelles, the
final faultless line passing both wpoi and between the original
line of Apelles and the correcting line of Protogenes: thus
the two former lines were intersected, but all three were
easily distinguishable because executed in distinet colours. It
is greatly in support of this view that we know the ancients
paid extreme attention to delicate and finely undulating
outline drawing; in which long preparatory esercises, both
with the style or stylus (gruphis), and brush (pencillias),
sometimes with black on a white ground, and sometimes
with white on a black, were considered necessary before the
scholar was permitted to use colours. Fuseli remarks, also,
that, instead of imagining superhuman facility of execution
In sweeping in the figures on vases without any guid-
ing design beneath, we need only admire the care and dex-
terity with which the preparatory outlines must have been
executed. The fact that in this contest the painters used dif-
ferent colours, favours, likewise, this explanation ; for, had not
tpe lines been intermingled, there would have been no occa-
ston for different colours.

Of Protogenes, who was a famous animal painter, is told
asomewhat apocryphal story ; that, having tried unsuccess-
fully over and over again to represent foam on the mouth of
adog, he threw a sponge at the dog’s head in a fit of impa-
tlence, which, to his astonishment, obtained the desired effect.
A-nother story is more probable, viz., that, having introduced a
bird into 5 pictare, and finding, from the excellent manner in
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which it was painted, that it attracted attention from moreim. ©
portant parts of his work, the artist for this reason effaced it, |

Pliny states that a picture of Jalysus, by Protogenes, was 3;
painted over four times, in order that, should the uppermost L
picture be destroyed, another might be found underneath ° t&‘-
uninjured. The reason assigned by Pliny is too absurd to - it
require comment ; in the “ four times ” we may see, however, T
a resemblance to the modern method of dead colouring, first .
and second painting, glazm@ &e. i

Another famous painter of this period was Euphranor. He - ol
painted in encaustic,and was equally celebrated both as sculptor A
and painter. Pausias and Nicias were, however, the two -
greatest encaustic painters, Pausias distinguished himself by = ¢
his figures of children, his animal and flower pieces, and (which )
began with him) the painting of lacunaria—that is, the decors pr
tive ceiling pictures, afterwards common, consisting of single V;
ficures, flowers, and arabesques. The ornamenting of lacw-: .

naria with painted stars and the like, had previously beer' ¢y
practised in temples.  Nicias declined to sell his masterpieee sp
to Ptolemy 1. of Egypt, for a sum offered of about 14,0001 g

he presented it to the city of Athens. The subject of this pie . «]
ture was the “ Region of Hades,” from the Odyssey. Athenio: iy,
(another encaustic painter), Echion, Theon, and Asclepiodort 4 p;{
were also celebrated. ass
The glorious art of this period is lost to us: yet eventhty ge
pictures on vases (with thinly scattered bright figuves) giv the
ws an exalted idea of the progress and achievement of g to
art of design, if we venture from the productions of generally - au
little more than common handicraftsmen to draw conclusiot& fig
as to the works of the first artists. Among the excavations 8t ff me
Volci were found numerous specimens of vases, illustratib{g alt
ditferent styles; but, of those discovered at Nola, the mass ar 4
of this later date, and some exhibit exquisite ease, delicaie me
and grace. ces
Two questions are often asked in reference to both tHE de
painting and sculpture of ancient Greece: Did the artist¥ of
work from any prescribed system or established canon of (¥ dis
relative proportions of the human figure ? and, Were th m

acquainted with anatomy P
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In regard to the first question, it may be affirmed that the
ancients certainly did consider a standard of human form

’ desirable ; and they recognised at least one statue, viz., the
t Lance-bearer of Polycletus, as canonical.  Vitruvius, also,
' takes human praportion as a measure of perfection, applying
0 its rules to architecture, and indeed to every object of taste.
g The text of thecanon preserved in the third book of'the Treatise
o on Architecture by Vitruvius, is, however, obscure and un-
_+  important. But 3Mr. Bonomi, in a little pamphlet before
® . alluded to, states that there exists in the library of the

Acadetny of Venice a drawing by Leonardo da Vinei, and a

0 translation into Italian by that celebrated artist, of that part
M. of the treatise of the ancient architect which clears up the
4 abseurity in all the existing editions, in a way that makes 1t
’; prebable Leonardo must have had access to some copy of
e

§ Vitruvius which has not come down to us. The drawing of
aman inseribed in a civcle and a square, fogether with the

@ . translation of Leonardo, are given by Mr, Bonomi, but per-
X spective would render these and similar rules almost in every
L ¢ caseof limited application in painting. Yet Flaxman remarks :
T It is impossible to see the numwerous figures springing, jump-
108

ing, dancing, and falling in the Herculaneum paintings, on the
painted vases, and the antique bassi-rilievi, without being
assured that the painters and sculptors must have empleyed
geometrical figures to determine the degrees of curvature in
the bedy, and angular and rectilinear extent of the limbs, and
to fix the centre of gravity.” Nevertheless, in the face of this
authority, we believe that all who have drawn the human
figure will agree with us that the advantages of such geo-
metrical figures would necessarily be limited, if, indeed, not
altogether problematical.

In answer to the second question—Were the ancient Greek
masters acquainted with anatomy P—we may reply, not ne-
cessarily, if, by anatomy, is merely meant dissection. In the
dead subject all that can be learnt is the origin and insertion
ij the muscles—knowledge to be obtained sufficiently without
¢ {issection, The muscles themselves become too faceid, and too
. uch unlike the living fibre, to render the study of them in-
E
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dispensable to the artist; althougl Haydon believed that ) o
Grecks dissected.  But anatomy, we have seen, was in som -
way taught in the school of Pamphilus,  Sir Charles Bell saps T
“ Although in Greece the dead were burned, and no avts o
dissected the human body, yet they certuinly had the mem P
of learning the nature of a boue, muscle, and tendon, Nei ¢

more was neeessary; the vest was before them.  Fine asther’ P
athletze were in youtl, they were subject to the decay of aps o
Now, In comparing the frame of a man advanced in yearsf{ w
especially If in earlier life he had been remarkable for * thew: a
and sinews,” with the voung and active, everything essentii-
to the puinter and senlptor may be observed, If the Greek»

Lad before them the most admired forms of youth and me- ¥
hood, they had also the ¢ time-honoured wrestler,” who, k2 p
old age exhibited, almost as in the dead anatomy, ever ¢
muscle, origin, and insertion, every tendon and every v &
I know how far this manner of demonstrating the anatow:  of
may be earried. Having in my lectures on surgery take W
the living man, the academy model, to illustrate the pracie,
in fractures and dislocations, I was aceustomed to introdueiy — a
powerful muscular fellow to my elass, with this appeal: tl
the exercise of your profession you have to judge of the d fe
placement of the limbs, and the joints disfigured by disle i
tions, fractures, or tumour; but not one of you, perhaps,h =t
ever looked on the natural body itself In giving thesel o
sons, I became aware how much of the structure of the m fe
cles and articulations might he demonstrated without act E
dissection.”* This passage seems to us to dispose of this sec t
query. Other interesting questions relate to the application
polychromy to architecture and the painting of statues:
for a few remarks on these we refer the reader to the App® Jﬂ;
dix, note D. a
From the time of Alexander (or, at least, from abe n
300 B.c.) art rapidly deteviorated, scarcely another name g
note occurring. The subjeets chosen prove the decay of t K
higher branches. Caricatures are common, and rhyparograpbf‘ i H

* Anatomy of Expression, p. 205,


http:its;.lf.'

ETRUSCAN TEMPERA, 51

the still-life ov genie,¥ makes its appearance, Pyreicus being its
om most famous master. Scenography was applied to the deco-
E ration of the palaces of the great.  The love of magnificence
even demanded the decovation of painting for floors ; whence
mosaie art arose, and scon became so developed that great
combats of heroes and battle-scenes were represented.  Vase-

hes painting died out during this peried, and soonest in the
ag: mother country. Pillage and devastation now commenced
as’ with the vietories of the Roman generals, till the porticos
1% and temples at Rome were filled with stolen works of art.

nti.

ek - 4 THE ETRUSCANS.

na: Etruscax painting is only a branch of the Greck, though
yE mural painting seems to have been practised in Etruria sooner

\Ca than we hear ot it in Greece. Numercus sepulehral chambers,
especially at Tarquinii, ave painted with figures, the colours
of which are laid almost pure and unmixed on the stueco with
whick the walls ave coated, and though not true to nature,
are harmonious.  The style of drawing passes from a severity
and cave, which show an affinity with early Greek works, into
the hasty and ecaricatuve-like manner which prevailed in the
later works of the Etrascans.  Greck vase-painting, we have
said, was earlier known to the Etruscans; but it is probable
that the Greek pottery was either Introduced by commeree,
or that Greek artists visited the country. The comparatively
fow vases. inferior in artistic valne, which are inseribed with
Etrusean characters, can alone afford a sure eriterion by which
to distinguish Etrusean and Greek productions.

* Stil-life is the exact imitation of immobile objects, such as fruit,
ﬂOWers, and eatables. Genre is a French word applicd to those sub-
Jects for which there is no other name, and which are, therefore, classed
as of a certain * genre” or Lind. The subjects of genre painting need
Dot be low, as in Durch pictures, but they must be familiar. A genre
Picture, though it may not admit of being otherwise classified, yet may
bartake of something of the qualitics of all. The want of patronage
for the stricter historical style in England has led to a compromise—

the historical genre, of which some of Mr. E. M. Ward's pietures are
illustrations.
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5. THE ROMANS.

TrE Romans scarcely ever cultivated the higher branches of
painting, thiough they were the greatest  collectors™ of “ o .
masters "—DMarcellus taking the initiative. Fabius (Pictor*
is the earliest puinter of consequence. At the end of th ©.
Republic, however, the art treasures of Rome rendered i
“ one vast wonder,” and the city was full of artists, many
them Greeks, but nearly all portrait-painters or decorator :
Lundius was a very celebrated decorator of halls and corridon,:
and also a landscape-painter, in the time of Augustus. Th
decorations were exceedingly avbitrary; architecture, figue,
vegetable and other forms, being strangely combined wit
villas, gardens, streams, and all sorts of comie situations, pro
ducing a pleasing and light, though fantastic, effect.  Thisk
the origin of arabesgue or moresquet A pictureof Minerre
by Fabullus, inNero’s Golden House, was adimired, becauseth:
goddess appeared to look at every one from whatever situatic
the eyves were directed towards her. This probably ams
partly from the picture being in a dark situation; thoug
many persons with a lively imagination (on account of tht

* “ Pictor, * cognomen’ of a Roman painter, usually known by th
entire name Fabius Pietor.”—Sillig's Dictionary, &c.

+ This deseription of decoration discovered at Pompeii and elsew!
constitutes almost the only remains of ancient painting. The Arabigfs
borrowed this style of ornament, and thus it acquired its name; butth
were obliged to suppress the forms of men and animals, the represent
tion of them being forbidden by Mahoinet ; and in the place of fan
convolutions, they substituted exact geometrical forms, The most ¥
derful monument of Moorish arabesque is, we need scarcely say: 4
Alhambra. The old Roman style was, however, revived by Raph#
from the admiration excited in him by the discovery, in his time
the paintings of this description in the Baths of Titus, Butin &
famons Loggie of the Vatican, lie not only improved upon the beat
his model, but, by introducing the element of allegory. he gave poet®
meaning, and therefore far greater intcrest to the composition. :

Yrance, in the time of Louis ATV, the love of splendour and g
display was particularly manifest in the arabesques, the ornaments
loadeq till meaning and propricty were entirely sacrificed and the
jnsutferably wearied. Arabesques of great excellence have heen pal
by several modern German fresco-painters, particularly by Kaul
and Neureuther, the former at Berlin, the latter at Munich—i
Glyptothek, or sculpture gallery.

be




ROMAN TEMPERA AND ENCATUSTIC. 53

flat surface) fancy, whenever eyes are painted looking any-
thing like straight out of the canvas, thut the representation

es of has this effect; and it is even supposed that this is the great
“ol . test of a good portrait! .
tor¥| ¢ Pliny, in the time of Vespasian, justly regards painting as
fe . a perishing art. Painting was only employed to minister to
od 1t luxury or vanity. Their vanity the Romans gratified in por-
vy’ traiture, applying portraits to many purposes since unheard
stors, of. At an early period it was usual, among both Greeks and
idoﬁ_y Romavs, for portraits of warriors to be carved on their shields,
Thes:  and dedicated in the temples either as trophies or memorials
rure, of the deceased.—(See Appendix, note C.) But the Romans
}\\'i('k. placed wax busts of themselves in the most conspicuous part
P of their own houses; and the custom obtained for some time
Tuis i for the relatives, upon the decease of the original, to convert
Lot his bust into a full-length effigy, which they carried and
setl deposited in the temple with great ceremony and state. A
watie very rational use of portraiture was, however, made in placing
are. the portraits of authors in libraries over the cases which con-
houg tained their writings.
of tht We have seen the estimation in which the Greeks held

their artists, and Julius Ceesar, Agrippa, and Augustus were
also great patrons of art ; but painting was, from the common
decorative character it assumed, at length almost loft to be
practised by slaves, and the painter ranked according to the
quantity of work he could do ina day. Now, asart is appre-
ciated, so, naturally, is the artist held in estimation ; the con-
verse likewise, no doubt, holds good; we may easily infer,
therefore, the extent of the “ Décadence des Romains.”* In
the age of Hadrian, painting must, however, have revived with
the other arts. tion, who belonged to this age, is ranked
.by Lucian among the greatest artists, especially for his charm-
lsg picture of “ Alexander and Roxana.”

) But from this time painting continued steadily to decline,
tll all that in its prime distinguished it may be said to have

* There is a celcbrated picture bearing this title by the French
Painter, M. Couture
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ceased about the end of the third century of ouwr era. Upn :
the foundation of Constautinople (the ancient Byzantium¥
Rome was in its turn despoiled to embellish the new capita),
and what was left was destroyed by the Incursions of the bar
barians. Everywhere, also, ignorance produced neglect and <
indifference, and religious fanaticism coutributed greatlyty
the destruction of the remains of ancient art. The establish ©
ment of Christianity was, besides, a great check to the prae *
tice of art; for the purity of the new religion contrasted s ;
greatly with heathen corruption, that its professors mate o
rally looked with little favour upon arts which were identified ;
with pagan idolatry so intimately as to be scareely possiblets
disunite them, not to mention that a branch of art had leng -
been depraved to gratify the lowest sensuality. Moreove, !
cupidity had a share in the geneval destruction : things whia .
could be melted down, snch as the bronze statues, weve thus

disposed of'; and, finally, numerous collections were destroyel

by accidental fives.

6. REMAINS OF ANCIENT PAINTING.

We have incidentally mentioned some remains of ancien:
puinting, but it has been remarked that the great works o *
painting of the best ages of antiquity are entirely lost tous:
all that remains consists of mere decorative painting, and fr
the most part the commonplace productions in a second-rt
city of the inferior artists of an inferior age. Yet it ist
be suspected that from these works a false impression of the
merits of the ancient painters lhas been conveyed to th}
popular mind. It should, however, be remembeved that the &
style of the paintings to which we more particularly allude~
those discovered in the excavations at Pompell and Herat
laneum—is coudemned strongly by Pliny and Vitravis
The designs on the aneient vases afford a greatly superis

* The artists who practised at Constantinople were Greeks, but th 4
preserved traditionally, if not the ancient art, the ancient name of he
city in their art: hence the “ Byzantine” style.

~ e e 4 e e
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idea of the excellence of their more important works. Never-
theless, even in the remains at Pompeil and Herculaneum,
modern painters see sufficient to contirin the probability of
the justness of ancient criticism, which estecmed the works
of their painters equally with those of their sculptors. From
them Sir Joshuma Reynolds himsell formed a very high
opinion of ancient painting.  Many of the single figures,
such as the floating forms of dancing nymphs, centaurs, and
bacchantes, are indeed deserving of the highest praise ; and
in groups, the compozition is trequently equally admirable.
The mosaic of the Casa del Fauno, or House of the Great
Mosaie, a: Pompell, discovered in 1831, and supposed to re-
present the battle of Issus, or some other of Alexander’s
battles, is the most important illustration of the composition
of the arcient painters. It displays thoreugh understanding
of perspective and foreshortening, and is probably the copy
of some celebrated picture.

A painting found in the house of the Tragic Poet at
Pompeil, and now deposited in the Museo Borbonico, ix, how-
ever, considered the most beautiful specimen of ancient paint-
ing which has been preserved to modern times.  The sulject
is ¢ Achilles delivering Briseis to the Heralds of Agamewmnon.”
“The scene,” says Sir William Gell, “ seems to take place in
the tent of Achilles, who sitsin the centre. Patroclus, with
his back towards the spectator, leads in from the left the
lovely Briseis arrayed in a long and floating veil of apple-
green. Her face is beautiful, and, not to dwell upon the
archness of her eye, it is evident that the voluptuous pouting
of her ruby lip was imagined by the painter as one of her
most bewitching attributes.  Achilles presents the fair one to
the heralds on his right; and his attitude, his manly beauty,
al}d the magnificent expression of his countenance, are inimi-
table. The tent seems to be divided by a drapery about
Preast high, and of a sort of dark bluish-green, like the tent
nself.  Behind this stand several warriors, the golden shield
of one of whom, whether intentionally or not on the part of
the painter, forms a sort of glory round the head of the
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principal hero.* It is probably a copy of one of the mos
celebrated pictures of antiquity. When first discovered, the
colours were fresh, and the flesh particularly had the trans
parency of Titian. It suffered much and inavoidably during ¥
the excavation, and something from the means taken to pre.
serve it, when a committee of persons qualified to judge ha ;
decided that the wall on which it was painted was not ing
state to admit of its removal with safety. At length, after
an exposure of two years, it was thought better to attempt to
transport it to the Studj at Naples, than to sufler it entivelyt §
disappear from the wall. Tt was accordingly removed with §
success, in the summer of the year 1826, and it is hoped that
some remains of it may exist for posterity. The painter has &~
chosen the moment when the heralds Talthybius and Ewr- |
hates are put in possession of Briseis to escort her to the tert =
of Agamemnon, as described in the first book of the Iliad ' 
The head of Achilles is full of fire and animation.”

The sudden admission of the fresh atmosphere after it had |
been excluded for so many centuries, was the cause of a large
number of paintings perishing immediately afterwards ;
Among these was a most curious representation of a painters &
studio, in which all the figures were grotesques. Fortunately,
however, Mazois the painter was present, and secured a copy
with his ready pencil, which is included in his * Pompeil”
Several valuable and costly works have been published o
the remains of Pompeil. Foremost is the great work of &
Zshn, containing coloured representations of the originas ¥
Sir William Gell’s Pompeiana; and the work on Pompei 1
published by the Society for the Diffusion of Useful Know &
ledge, may also be particularized.

Besides the early paintings in the Etruscan tombs alreads
mentioned, other works of this class, of the time of th
Emperors, if not earlier, have been found in various parts d g
Ttaly. When Raphael and Giovanni da Udine saw the beaw §
tiful arabesques discovered in the Baths of Titus, which thef f

* For several reasons there is not the least doubt this was doné
designedly.
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imitated in the Vatican (see p. 52), they stood, it is said,
motionless with astonishinent. One of the most beautiful
series of ancient paintings is the “ Life of Adonis,” discovered
in 1668 in some ruins near the Coliseum. These pictures,
admirable for their chaste simplicity, were engraved by
Pietro Santi Bartoll, for his work, with text by Bellori, on
the Subterranean ard Sepulchral Paintings of Rome.® This
work likewise contains engravings from the paintings of the
tomb of the Nasoni (the tamily of Ovid), which are good ex-
amples of the decorative taste of the period.

Tlie vase-painting of antignity may be studied to great
advantage 1n the noble collection of vases in the British
Museum.

7. CARISTIAY ART IN TEMPERA AND ENCATUSTIC.

As Christianity gradually became in the third and fourth
centuries dominant over paganism, so the prejudices against
art became relaxed ; but from apprehension lest Gentile con-
verts should, if i{mages were introduced, again relapse into
idolatry, the early Christians, before the time of Constantine,
used symbols only. Such were the cross, the monogram of
Christ, composed of the two first Greek letters of the name
X and P, but variously written; the alpha and omega, the
fish (a curious, but favourite emblem of Christ and his disci-
DPles), the dove, the lamb, the cock, the pheenix, the peacock,
the ship, the vine, the paln, the lyre, &e. To the not un-
reasonable dread also of approxiwating to the forms and
appearances of the pagan idols which still existed in great
numbers, may be atiributed the very unnatural and purely
representative style adopted when sacred personages were
permitted to be chosen as the subjects of art.

Even when art was accepted, it was not accepted as such.
Thfé object was not to excite pleasure and produce effect, but
to inculcate certain religious principles. Thus, as soon as the
person of Christ was iutroduced, he was almost invariably
cepicted as the Good Shepherd. But He was not repre-

* Le Pitture Aaticke delle Grotte di Roma, e del Sepulchro de’Nasoni,
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sented beautiful: for not only was 1t essential that the mind
should not be led into idolatry by forgetting the 74y repre.
sented in the representation, but in respect particularly to our
Baviour, he was regarded as cssentially differing in his earthly
form from the ideal beanty of the heathen deities: they re
membered how he was announced by the prophet: * He
hath 1o torm nor comeliness; and when we shall see hin
there is no beauty that we should desire him.”  « His visage :
was so marred more than any man, and his form wore than
the sons of men.” That a combination of outward circum
stances led to a fulse view of the function of art, we neel
hardly stop to remark; for there is surely no reason why reli
gion should compel us to do violence to that instinet of beauty
which the Creator has implanted in us.  However, the typied -
style, first adopted from religious prejudice, became sanctiond

by use, and ultimately from habit regarded as almost sacved, §
A few of the pagan forms, and even some of their more nege

tive and innocent legends, such, for instance, as that o

Orphieus, and Cupid and Psyche, were, notwithstanding, e

sarcophagi. :

Nevertheless, the aversion to the arts continued very vio- |
lent, first in the Western or Romish churel, and alterwards £
in the Eastern or Greck church, long after the tiwe of Ta-}
tullian (the second century), who wrote with great zeal again
artists, as persons of iniquitous occupations. The carvers .Of
graven images were looked upon as the servants and emissane |
of Satan. Whoever carried on this hateful calling was declared
unworthy of the cleansing waters of buptism; whoever, whet &
baptized, returned to his old vocation, was escommunicated ¥
The Gnosties appear to have been the first who had recourst
to the use of images. A bishop of Pola introduced painting &
into two churches, which he built at the close of the foﬂfﬂ{ ;%
century; and this must have been the earliest instance d
the kind in Italy. In the fifth century the practice ¥
common, and the general ignorance of this period i'a\'our‘f‘i
the commencement of the grosser form of Christian idolatrs.
Trom the fifth to the ninth century mosaics were, howet i
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preferred for church decoration on account of their great dura-
bility. Encaustic pamtuw had continned to be much prac-
tised in the second and third centuries; but, like tempera,
thouﬂ'h occasionally employed (the latter more particularly in
missal painting), it was eventually superseded entirely by
mosaie for wall painting.

Some extremely luteresting remains of Christian wall paint-
ings oi the time of the empire discovercd in the Catacombs of
Yome® require, however, to be noticed. The grandest and

most lmpressive of these were found in the Catacomh of
St. Calixtus, ou the Via Appla, under the church of St. Sebas-
fan, called after St. Calixtus, who was Pope {rom 219 to
223 &D One chamber contained an “ Adoration of the
Kings;” but the Virgin and Child, and a town (Bethlebem)
in the bac sund, are all that remain. Lm\'er down Is a
man pointing upwards, supposed by the late e £ (erman
eritie, Dr. Kugler, to be the prophet \hckﬂx, and to have
reference to thc words— But thou, Bethlehem Ephratah,
though thou be little among the thousunds of Judah, yet out

* “The Catacombs of Rome, most of them lying at a short distance
from the city gates, were originally, and probably from the time of the
Republie, przzolana pits, lhu\' were alzo early made use of as places
of sepulture for the lowest classes of the pecple, and for slaves, For
these and other reasons, being avoided and decried, they were cho\tn
by the persecuted Christians as places of resort and wncuﬂment, and
more especially al:o as pluces of burial for their martyred brethren;
Christ having condemned the heathenizh custom of burning the dead,
which, independent of this, had aircady much declined since the csta—
blishment of the Empire, several exeavations of this kind, which ha
been abandoned for generations, aixd probably forgotten, were secretly
enlarged by the Christians into extensive and intricate labyrinths,
composed of narrow intersecting passages, along the sides of which
sepulehiral recesses were (1x\po:e<l Many of these passages terminate
in small, architecturally-shaped, vault ed spaces, where, in periods of
bersceution, divine service, and especially the festivals of the martyrs,
were held.  In the sixteenth and seventeenth centuries, when a new
Impulse was given to the Catholic [Romizh] church, these resting-
Dlaces of the martyrs were again opened and eagerly examined, when
the sides and roofs were found to be covered with a great variety of
paintings. Since then, these have, unfortunately, been almost obliterated
by the admission of the air and !} by the smoke of torches, while such
engravings as were taken from them at the time give us no adequate

;OHICepnon of their style.”—KuGLERS Haidbook of Painting, vol. i,
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of thee shall ke come forth unto me that is to be rulerin
Israel,” &c.  Other subjects are, ©“ Moses striking the Rock;”

“ Duniel in the Lions’ Den;” the * Ascension of Elijah;
 Noah looking out of the Ark ;” the ** Raising of Lazarus;”
Orpheus (an emblem of Christ); besides single figures of
Job, Moses, and several symbols. On the ceiling is a bus |
portrait of Christ, the neck and bosom uncovered, with the &
exception of some drapery hanging over the left shoulder,
which is supposed to be the earliest portrait of Christ, andto ¢
have become subsequently the type for others.* The faceis |

* The resemblance is, of course, purely imaginary ; for not the least
reliance can be placed on the numerous legends respecting the aetnal
bodily appearance of our Saviour, althongh the painter of this portrait
probably followed a traditional type, for it differs materially from the
Grecian ideal. A letter, deseribing the person of Christ, was pretended
to have been written {0 the Roman Senate by Lentulus: but it ap-
pears for the first time only in the writings of Anselm, Arelibishop of
Canterbury in the eleventh century. The letter referred to runsthus:
¢ A man of stately figure, digniiied in appearance, with a countenanc
inspiring veneration, and which those who look upon it may loves
well as fear. His hair, rather dark and glossy, falls down in curk .
below his shoulders, and is parted in the middle after the mannerd
the Nazarenes; the forehead is smooth and remarkably serene; the
face without line or spot, and agreeably ruddy ; the nose and mouth
are faultless; the beard thick and reddish, of the colour of the ha
not long, but divided ; the eyes bright, and of a varied colour.” Two &
traditions respecting the  holy true image” are deserving notice for £
their connexion with works of Christian art. The first is related by
Evagrius, a writer of the sixth century, and is as follows: *“ Abga
King of Edessa, in Meropotamia, who was confined by sickness, wh
his physicians could not relieve, having heard of the miracles per
formed by Christ in Judea, sent a messenger to him to invite him
come to Edessa to cure him of his compluint. This messenger was 8
painter nanied Ananias, and the king ordered him that, if he could net
persuade Christ to come to him, he was at least to bring his portrat
Ananias delivered his letter, but, on account of the crowd, retired to a8
eminence elose by, and there attempted to make a drawing of his face
This he found impossible to do owing to Christ’s repeated movementt
or, as a later authority says, the refulgence of his countenance. Chrit
himself, however, accomplished his purpose; for, having called for
water to waxh his face with, he wiped it with a napkin, which he gavé
with an answer for the king, to Ananias, who found a likeness miract
lously imprinted on it.”  Abgarus, as he anticipated, was cured by th¥
portrait, and it became an ohject of universal veneration at Edessé
until it was removed to Constantinople by Nicephorus Phocas, in A 3
964, It was subsequently carried to Rome, and is claimed to be ided
tical with tite puinted head of thie Saviour preserved in the church
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oval, the nose straight, eyebrows arched, the forehead vather
higl and smooth; the expression sertous and mild; the hair
parted on the forehead, and flowing in curls on the shoulders;
the beard not thick, but short, and divided.

In other of the Catacombs may also occasionally be traced
the habits of the early Christians. They are seen assembled
for their “love-feasts,” cglebrating baptisms and marriages,
and congregating together for the purposes of instruction.
We have noticed only some paintings of earlier times; bat as
the Catacombs for many centuries after Constantine the Great
remained open to the public as places of veneration, and as
such continued to be decorated in the taste of the day, it
follows that the paintings extend to much later periods. ¢ The
Virgin Mary,” says Kugler,  occurs so scldom in the earlier
paintings of the Catacombs, andthen only subordinately, that
in those times no particular type had been established for
her :” this was reserved for the * Mariolatry ” of a later peviod.

It has been noticed that the grosser forms of Christian
idolatry may be dated from the fifth century., The great mass
of the people were unable to read, and sunk in ignorance.
With the inseparable concomitant of ignorance—superstition
—it was not surprising that they did not corrcctly apprehend
the nature of the images, even if their bishops had a more
intelligent intention in setting them up. Instead, therefore,
of regarding them as exemplary records of fortitude and
plety, or spiritual symbols incentive of devotion, they wor-
shipped them as holy images, material saints, and mediators.
Notwithstanding that this idolatry had been foreseen and

San Silvestro in Capite; although another account states that it was
taken to (yenoa and deposited in the chureh of San Bartolomeo;
and although this and various other images of Clirist, stiil held sacred
m the Romish church, have been repeatedly declared spurious in
conneils of the charch. The other tradition is, that a woman pre-
sented a handkerchicf to Christ to wipe the perspiration from his face
as he passed to Calv ary, and that upon this handkerchief the iledeemer
left his likeness. This woman was canonized by Leo X, under the
name of St. Veronica, and the handkerchief is said to be preserved
among the relics of St. Peter's! A represeutation of this kind—the
Pead of the Saviour on a cloth, and called a * sudarium’—is common
in the works of early painters.
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warned against by the earlier prelates, resisted by contem.
porary dignitaries of the ehurch, and forbidden by the ediets of
several councils against the adoration of images, their we
gradually prevailed; and, surviving all the eflorts of the .
Tconoclasts in the eighth and ninth centuvies, finally td. o
wmphed thronghout the whole of Christendom, both in the
Western and Lastern churches.

The Iconoclasts (or image-breakers) of the Bastern chureh *
commenced thelr systematic destruction of works of art in
728, and it was continued with slight interruptions for vp
wards of a eentury.  The productions of ancient art were ng:
directly involved in the general demolition—althoush ther
must have suifered : the zeal of the Teonoclasts was divected 7

against Christian Images, viz., the images of Christ, the
Virgin, and the saints, as sdols. The popes of the Wes,
however, at this time encouraged their use; and the conse

cuence was, that a contest avose which convualsed the whel
Empire. Eventually the party in faveur of the use of images
trinmphed through the intfluence of the Empress Ivene, the
widow of the Emyperor Leo IV, though the contention stil
continued, and the Emperor Theophilus (820-8.42) protected
the Teenoclasts. In ‘rhe ninth and tenth centuries the imags
were finally tolerated in the Greek Church.
Yet, although the Greek artists were trequently persecuted ;
and dispersed, Constantinople apparently remained throughout *
the whole of the Middle Ages the capital of the arts. It
suffered, however, still further devastations by the Crusaders.
and more especially in the great fives of 1203 and followisg :
year, when it was taken by the Venetians. But to this Lain
conquest, which opened an intercourse with the Venetians
Tias been generally attributed the first impulse towards the &
vevival of the arts in the West. The Greek artists pom'ed
into Italy, at Venice, and Palermo, and also at Pisa, whit
was then a flourishing seaport. And to the schools th®
established at Venice, Pisa, and Siena, although the Byzantis?
characteristics were for some time broadly preserved, has bet
referred the growth of modern Italian art; for it has bet
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assumed that the seed sewn in a fresh soil rapidly finctified in
greatly increased luxuriance and beauty.

But Dr. Kugler is of opinion that the first germs of a purely
Western mode of coneeption are discernible not only contem-
porary with the influence supposed to be traceable to the works
of these lust emigrants from the East, but at a considerably
earlier period. “ After the close of the eleventh century, that
epoch of national prosperity dawned upon the distracted
country which, sooner or later, never fails to infuse into art
a fresh and higher life. The Roman church avose from a
long-continued state of degradation, for w luch she was her-
self partly accountable, to be mistress of the West. She

whated Rome as the centre of the world, and restored to
the Ttalians o sense of national existence . . . . The
Byzantine style was, at that time, so utterly sapless and
m‘hund sven in its native lamd, that it could as little resist
as rival the innovating principle, though individual painters
occasionally made the attempt.”®  The amalgamation, then,
of the Byzantine style with the old native Longobavdian,
produced a new school, which is known as the ¢ Romanesque,”
or Romano-Greek.  This style may be noticed to the best
advantage after some account of missal-painting, for the old
mannseripts furnish uws with some of the best data for esti-
mating the art of this period.

However, to the Greeks the Ttalians were at least in-
debted for the methods of preparing pigments, and other
teclnicalities. Byzantine art, we have seen, became a vegular
traditional system; technical methods descended as property
from master to apprentice, and the manufacture of pictures
was as 104'1\13\11_‘; organized as that of any other article of con-
stant and regular demand. In fact, in the Eastern empire,
and even in Italy long after the revival of painting, the artist
was geuerally confounde(l with the workman (see p. 13), and
only the “master of w orks,” or architect—who, however, was
sometimes a painter—was held in esteem, or liberally re-

rei

* Handbook of Painting, vol. i. p. 92.
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warded. But where the higher qua]ities of art are neglected, &
and any innovation regarded as a species of heresy, we may
yet easily imagine it possible for the mechanical denaltments k
to be very succeasfully cultivated.  And that this was the
case medizeval manuscripts afford abundant and conclusive
evidence. Of these we may mention two treatises in pari |
cular, De Coloribus et drtibus Romanorum, by Eraclius,and o
Diversarum Avtium Schedula, by the monk Theophilus,
These are well known to antiquaries ; but there is considerable
diversity of opinion respecting their date among their severd |
editors, Raspe, Mrs. Merrifield, De I’Escalopier, and Hendrie,
They are, however, certainly not later than the end of th °
twellth, or beginning of the thirteenth century. The most *
complete copy of Eraclins is that transeribed, with others, by
Jehan le Begue, in 1431, and edited, together with many
other valuable MS8., by Mrs, Merrifield.* Nothing is knom
of the personality of Eruclius and Theophilus ; butit is highlr
probable they were of some country north of the Alps, and
therefore represent the northern followers of the Byzantin
school,  All that is positively known of Theophilus is tha {
he was a monk, and that Theophilus was not his right name
Lessing, one of his editors, seeks to identify him with Tutili :
(891-921), a famous p:tinter, sculptor, and gold-worker of the &
celebrated monastery of St. Gall in Switzerland. In the{
treatise of Theophilus, amid many empirical formule andy
traditions, embodying, perhaps, some of the symbols ¢
alchemy, there is much that is interesting and important; ;
and by it we obtain a curious insight into the various at
practised in the cloisters. After a kind of apostolic form d
greeting common in such works, we have the following pa
sage In an introduction, which concludes with a pious bent i
diction and prayer :—
 Should you carefully peruse this, you will there find o' ¢
whatever Grecce possesses in kinds and mixtures of Varlou'
colours ; whatever Tuscany knows of in mosaic work, o
variety of enamel; whatever Arabia shows forth in work®

e

* Original Treatises on the Arts of Painting, 2 vols.
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fusion, ductility, or chasing; whatever Ttaly ornaments with
gold, in diversity of vases and sculptuwre of gems or ivory;
whatever France loves in a costly variety of windows; what-
ever industrious Germany approves in work of gold, silver,
copper, and iron, of woods, and of stones.”

The reader will remark the reference to Greece as the
source of the  kinds and wmixtures of various colours;” and a
further confirmation of the opinion that the Italian artists
owed at least their knowledge of technicalities to the Greeks
is afforded by the vesemblance the contents of this treatise
bear to the curious Byzantine M8, discovered by M. Didron
in a convent of Mount Athos.

The knowledge of art being confined to the religious fra-
ternities, we need not be surprised that the pilgrim monks
carried in their various missions the practice of art into the
remotest corners of Eurcpe where they penetrated. Thus
may England and Ireland, even as far buck as the time of St.
Augustine and St. Patrick, have gained a knowledge of art,
in addition to the Roman or native traditions that might
have been preserved. Certainly the Irish and Anglo-Saxon
manuseripts of the seventh and eighth centuries display,
though rude in taste, extraordinary elaboration. However
this may be, after the year 1000, art made so sudden and
simultaneous an advanee throughout Euvope, that the various
countries were placed almost on a level in this respect.

The Roman and Byzantine influence is thus traced to
England by Mr. Hendrie: “ We find that, previously to the
edict by which Charlemagne resolved to encourage the various
arts to the utmost of his power, Wilfred, Bishop of York,
and Biscop, his fiiend, had already availed themselves of the
assistance of foreign artists, in order to decorate the cathedral
of 8t. Peter [ York Minster?, beforethe vear 675, Biscop under-
took ajourney to the Roman States, and brought home many
Yictures with which the churches of St. Peter and Weremouth
were ornamented.  The second visit of Alfred to Rome with
Ethelwulf, although undertaken at an early age, would, doubt-

» less, not be without its influence on such a mind. The Painted
1 Chamber at Westminster, in which Edward the Confessor
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died, the renown of St. Dunstan as an accomplished painty %n
and a skilful contriver of instruments, the remains of th ¢
Saxon chased and enamelled work, which was esteemed o &
the Continent as early as the seventh century, and the man
seripts which are yet extant, prove that, in this country & ®
least, the arts, as introduced by the Romans, were new .
wholly lost.  Records exist of Alfred the Great having sup.
moned workmen from all parts of Europe to assist in th :
construction of the edifices he proposed to erect, and it is p.”
bable many Byzantine traditions way thus have been acquir:
for England.”

We may now without further digression glance at the gra-
revival of painting in Italy in the thirteenth century, whit
immediately followed two of the most important events
the history of the world—the discovery of’ gunpowder ax
the invention of printing—events which ultimately entird
changed the constitution of society. This revival consist
first, ohjectively, in a closer imitation of nature, althoughl
nearly two centuries, till the tirue of Massaccio, therews
little individuality in the imitation, and many (modifil .
Byzautine conventionalistas were for a considerable time pe
served ; and, secondly, subjectively, of a more earnest religios,
vitality and sentiment in the * motives,”* :

* ¢ The use of this word in a new and technical sense, as appliedts
works of art, beeoming general in our own, as it is already in ottt
Ianzuages, 2 definition may be offered. The word may often bey
dered iafention, but it has a fuller meaning.  In its ordinary app
tion it weans the principle of action, attitude, and compositive
single figure or group ; thus it has been obzerved, that in some ant
gems which are defeetive in excention, the motices are freguent
Sueh qualities in this case may have been the result of the art
feeling 3 but in servile copies, like those of the Byzantine artists.
motives could only belong to the original inventor. In its morﬁf‘
tendud signification the term comprehends inventions generally ad
tinguizhed fromt exceution. Another very different and less ¢ e
sense in which this expression is also used, must not be Lon,oml
with the foregoing; thus a mofive is sometimes understood in th
of a sugyestion. It is said, for example. that Poussin found the
of his landscape compositions at Tivoli. In this case we have?
gestion improved and earried outs in the copies of the Bzt
ar we have nfentions not their own, blindly trans snitted
C. EASTLAKE : note to KCGLER'S [fundbook, vol. i. p. 15, Inth
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At the head of this revival, which commenced in the
TFlorentine or Tuscan school, the name of Cimabue has been
usually placed ; but artists preceded him who gave some in-
dication of independent feeling. Of these, Guido da Siena
and Guinto da Pisa may be named: Margaritone d’Arrezzo
also preceded Cimabue; but his works are move purely Greek,
and he murmured bitterly at the innovations of the latter.
{See his picture in the National Gallery.)

Neverthieless Glovanni, of the noble family of Chmabue, was
the first painter of renown (b, 1210, d. atter 1300). One of his
earliest and best-known works is the colossal Madonna, still in
the chureh of Santa Maria Novella, to which it was carried in
triumphal procession from the house of the painter—an event
which gave the name of Borgo Allegri, or the “ gay quarter,”
to that part of the city.®* But the great talents of Cimabue
are exhibited most conspicuously in the large distemper wall-
paintings aseribed to him in the upper church of 8t. Fran-
cesco ab Assisi, some of which still exist.  Giotto completed
the extensive decorations both of the upper and lower church,
This church is highly interesting for having been erected
by foreigu avchitects In the first half of the thirteenth
century, in the © Tedesco,” as the Italians called the German
or Gothic style, then foreign to Italy; but more particularly
for its connexion with the Order of St. Francis, the first of the
great artist orders. The Benedictines being chiefly engaged in
literary pursuits, it remained for the Franciscans and Domi-
nicans to inspire a new feeling for art in Italy. Some of the
ornarnents introduced in these paintings by Cimabue approach
almost for the first time to the antique.

Dueclo di Buoninsegna was somewhat younger than Cima-
bue, and advanced far more from the Byzautine traditions.
He executed a large altar-piece for the Duomo (cathedral) of

Case the difference of the sense is perhaps more apparent than real—
the ‘ suggestiveness” is only an accident ; infention has also something
Testricted and not essential in its signification; hence, in fact, the
Edl'a‘{t?geAin using the word motives in the new sense.

* This incident was very effectively treated in a picture by Mr.
Leighton exhibited at the Royal Academy in 1855,

F2




PAINTING POPULARLY EXPLAINED.

Siena, which is said to have heen carried in triumplal proge. -
sion like the picture by Cimabue. It was originally painted o &
both sides, but is now eut in two, and is a truly remarkab) }
work for the period: Dr. Kugler’s eulogies, however, almog ¥
border on extravagance.
With the opening of the fourteenth century an oviging
style is at length developed.  The final enfranchisement of the .
artist from the trammels of Byzantine superstition, and the
commencement of the first great epoch of modern paintin *
together with the establishment of the Florentine school, aren
e ascribed to Giotto; who surpassed Lis master, Cimabue#fx |
more than Cimabue had surpassed his predecessors. It is trwe
that the outlines of Giotto are hard, his light and shade flat aul
Ineffective, and pergpectivelittlc regavded; vet his expresse
is greatly supevior, and, for the first time since the declined
ancient art, we observe a successful attempt at composition
or the regular disposal of the subject in the space allotted
His originality is further apparent in the introduction i
portraiture, and the infusion of a didactic or allegorical spir
into his works. The latter is due, perhaps, to the influen
of his friend Dante’s great poem. We read of the gener
acquirements and character of Giotto in the works of Dani
Petrarch, Boceaccio, Sachetti, &e. Many stories are told i
his humour, which he showed as a boy: that, for examps;
cf the pupil painting a fiy on the face of a picture in t
master’s absence, and the subsequent attempt of the mastr
to brush it off, is first told of Giotto and Cimabue. There¥
a saying Rounder than the O of Giotto, which originatd i
thus :—Boniface VIII. wishing to decorate St. Peter’s, set
an envoy to Florence and Siena for artists, of whom bg
required specimens. Giotto’s specimen was a circle dn®E-
¢

* Tt is scarcely necessary to relate the old legend that Giotto ¥}
eriginally a shepherd boy, and one day he was diseovered drawing !y
sheep upon a slab of stone by Cimabue, who, asionished at the'b0
talent, asked him to go and live with him, and become his pllpllf
invitation which, with his parents’ conseut, he accepted with Qelight

and followed the great painter to Florence.
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without the aid of compasses, with a brush charged with red
colour, This appeared more wonderful to the Pope than
anything clse sent to him, and in the event Giotto fully
justiﬁed the preference in the eyes of the Roman Court. A
peculiarity in the figures of Giotto is the long almond-shaped
eyes set close together. The tempera vehicle he employed
was more fluid than that hitherto used; it allowed greater
freedom of hand, and has also darkened but little with time.
Many of the works of Giotto have disappeared; but a most
interesting discovery, or rather recovery (for it was known
to exist), of a youthful portrait of Dante, was made in 1840,
on removing the whitewash from the wall of a chapel at Flo-
rence. Giotto was sculptor and architect as well as painter :
the elegant detached Campanile (or bell-tower) of Flo-
rence is his work. So many, besides Giotto, of the greatest
masters have distinguished themselves in more than one
branch of the fine arts, that the suspicion naturally sug-
gests itself whether the modern custom among artists of
confining the attention to one specialité is not a mistake.
If technical superiority is in this way arrived at, are not the
grander and broader principles of art left unattuined ?

The most exact idea of the style of Giotto to be gained in
this country, may be obtained from the series of tracings in
the court of the Crystal Palace belonging to the Arundel
Society, taken from the paintings in the Chapel of the Arena
at Padua, representing the life of our Saviour, and the life
of the Virgin. The figures in the life of the Virgin, espe-
cially those in a “sposalizio” (or espousals), possess consider-
able grace, In the church at Assisi, Giotto painted a series
of subjects from the life of (the patron saint) St. Francis.
“One of those medizval melodramas (if the term may be
used), i the form of biography, which furnish the most
Iiteresting and beautiful subjects a painter can desive. The
curtain rises on the youth of St. Francis, and, as the plot
thickens, his strange hallucination—his quarrel with his
father in the market-place on account of his passion for
Poverty—his giving his cloak to a poor person on the way-
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side—his institution of the order—his appearance before t} *
Pope-—his ecstasy—his stigmatization, follow in successioy ¥
until the catastrophe is reached in the death of the saint."*
These and similar biographical and historical series, execntyf &
in the fourteenth and fifteenth centuries, had special wy
among a people who, even to the present day, have compan
tively little benefited by the invention of printing. It hy -
been justly remarked that painting in the fourteenth ap}
fifteenth centuries was at once a means of noble decoration”
and a manner of conveying information, thoughts, and ides,
not then, as now, to be got at through literature. Picturs
were the books of the unlearned, and the unlearned were five
sixths of the people. The decorative purpose of pictura
was effected mainly through colour. Hence it is that, apsr
from colour, we cannot estimate those early works arighta
decoration ; and apart from their sequence and conmexioni
town-hall or chapel, we cannot read them book-fashion, orit
any way comprehend the reality of their significance.
Giotto painted in various cities from Nuples to Milan, ani-
his works doubtless had an indirect influence in all puts¢
Italy. The scholars and imitators of Giotto are so numeror:
that we can only mention a few of the principal. Amox
these, Taddeo Gaddi, the son of Gaddo Gaddi, the mos
was one of the most important. The son of Taddeo, Angin}
Gaddi, was a good colorist, and the master of (eunis ©
Cenuini, who was apprenticed to him in 1375, In fe
Trattato della Piftura of Cennini (see p. 7, note) wea
cordingly find a description of the practice of the fourtee
century, although it would partly appear that the origint £
MS. was not finished till 1437. Tommaso di Stefano v g
called Giottinot from hiz successful Imitation of Giotts £
The humorous Buffalmacco was a contemporary of Giotto.
For a century after the time of Giotto his followers, how &
ever, did not considerably progress beyond the point

* The Mediceval Court, by Messrs. Digby Wyatt and Waring
+ The Italian diminutive ino is often employed in this waf
scholars, even should they greatly surpass their masters.
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reached ; and his influence is very perceptible in the paintings
executed during that period in the Campo Santo at Pisa.
This celebrated cemetery takes its name from having, it is said,
been filled with earth brought from the Holy Land. The
walls of the arcaded building, which surround this sacred
earth, are covered with paintings, quite invaleable as illustra-
tions of the art of the fourteenth century, though now un-
fortunately greatly decayed. Among these, two of the most
remarkable are by Oreagna, viz., the “ Triumph of Death”
and the “ Last Judgment.” The attitudes of Christ and the
Virgin in the latter were afterwards borrowed by Michael
Angelo in his famous “ Last Judgment.” Later painters have
also taken Orcagna’s arrangement of the patviarchs and
apostles as their model, particularly Fra Bartolomeo and
Raphael.  Orcagna was a greater architect and sculptor than
painter. He designed the elaborate and beautiful Tabernacle
of the Virgin in Or’ Sun Michele at Florence.

Contempomry with Gilotto, a celebrated painter, Simone di
Martino (improperly called Simone Memmi), flourished at
Siena. He is the subject of two of Petrarel’s sonnets, and
is said to have painted the portrait of Laura; but nothing is
known of this picture. A small specimen of this master is
preserved in the interesting colleetion of early works belonging
to the Liverpool Institution. Painting miade nearly equal
advancement in other parts of Italy as in Tuscany; but the
only names we need recall, are those of Pietro Cavallini* and
Gentile da Fabriano, of the early Roman, or, as it was termed
at this period, Umbrian school. .

One Florentine painter, however, remains to be noticed;
for although contemporary with the great innovations made
by Massaccio early in the fifteenth century, he yet in essential
Points adhered to, or rather consummated, the types of the

* .It was conjectured by Vertue and Walpole that Cavallini was the
a}'cixltect of the crogses erected to Queen Eleanor and of the shrine of
Lfl\_vard the Confessor in Westminster Abbey. The Petrus Romanus
Civis mentioned in the inseription on the tomb may possibly have been
Cavallini; but the date (1279 or 1250) would majke him only twenty
yeara: old, according to Vasari. Vasari, however, is so frequently incor~
¥ect in dates, that no reliance can be placed upon his statements,
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fourteenth century, We allude to the Beato Fra* Giovany
da Fiesole, or, as he has been generally called, Fra Angeli
(the Angelic), from the great piety to which his life and
works equally bear testimony.  Fra Angelico never painte{ ;
for money. He never began his work without prayer; and
so entively did his subject fill his soul, that he was fre
quently interrupted by tears when representing the suffering
of the Redeemer. It is not swrprising that he considere =
what he painted with such intense feeling as a kind of inspls
ration, and therefore never ventured to retouch or attempt to
improve what he had once finished. Profound servenity o *
feeling, confiding devotedness, a pure and holy frame o
mind, form the never-failing characteristics of the painting
of Fra Angelico. “ He knew nothing of human anxieties, o
struggles with passion, of victory over it; it s a glovified and
more blessed world which he endeavours to reveal to our vier.
He secks to invest the forms he places before us with the
utmost beauty his hand could lend them; the sweetester
pression beams in all their countenances; a harmouious grae
guides all their movements, particularly where the action &
expressed by the treatnent of the drapery. The most chea-
ful colours, like spring-flowers, are selected for the draperis,
-and a profusion of golden ornuments is lavished over th
whole: every auxiliary has been employed that could gives
new glory to these holy subjects. With a peculiar religious
awe, he adheres scrupulously to traditional types, and ver
tures on none of the innovations which were already i
troduced into art at Florence: these would have beend :
disturbing element to the child-like serenity of his mind. 0f
all artists, Fiesole is the most perfect example of this style;
but in him likewise it appears most decidedly in all its w
strictedness. Hels inimitable in his representations of angels ;
and glorified saints; weal, timid, and embarrassed when be
introduces man in his human nature. Not merely the rancot -

R s,

—

* Or beatified brother: the beatifieation of a holy person was
honour solemnly couferred by the Rowish church, aud ouly inferior ¥
canonization.
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and hatred of the foes of Christ, but all determined action is
feebly expressed; his figures, even when in momentary repose,
are deficient in apparent power to act, though the act to be
performed may be the highest and the holiest. Thus, his
vepresentations of Christ, in whose form human power and
divine sanctity should be equally prowminent, are everywhere
wnzatisfactory, frequently unworthy. These fanlts are the
result of a defective knowledge of the organization of the
human body, the lower Hinbs of which are generally destitute
both of that truth of action and position which Glotto espe-
cially had attained.”™*

Fra Angelico’s first efforts were inminiature illuminations,
and the peculiavities of this style are apparent in his numerous
small panel pictures, and also in those of his pupil Benozzo
Gozzoli.  But the large compositions with which he adorned
the cloisters of his order, in the monastery of St. Murk at
Florence, show greater frecdom of execution, especially his
chef-d zuvre, the “ Crucifixion.” :

“The taste for studying the history of early Ttalian art is
not a recent development in our own country alone; it is a
novelty even in Italy itself. A century ago the Italians
seemed to regard Perugino, the master of Raphael, as the
Ultima Thule to which point investigation might be carried ;
and even Ghirlandaio, the teacher of Michacl Angelo, with
his fine frescoes in the Sussetti Chapel of the Trinitd at
Florence, and compartments of the Sistine Chapel at Rome,
was overlooked. Two energetic men, Ottley in England,
and Lasinio in Italy, laboured hard to make the interest of
this field of investigation more generally felt. Lasinio, the
appointed conservatore of the Campo Santo at Plsa, exerted
his utmost to save it from destruction during the revolu-
tionary period, and removed coats of whitewash and mural
tablets that even then, in classic Italy, obliterated the pictures
and disfigured the walls, At the same time he published a
maguificent series of large engravings from the paintings
which decorate the ambulatories, as far as time had then

* Kugler's Handbook, &c¢., vol. i. p. 165.
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spared them. The conservatore had in his youth spent years %
upon the study of these old neglected paintings ; he recognised &
in them illustrations of former history, the past glovies of hi;
country, to which he was so attached, and which at that time
lay so abased. He quoted the merry stories of Boccacdy o :
about Buffalmacco, as he traced the few lines yet remaining : t
from his pencil ; and saw in Giotto’s frescoes relating to the
history of Job, scenes of Italian life, with all the richnes
and festal luxury which distinguished the nobles in the days
of Dante; and beheld alse, in many of the priestly functions, i
the ecclesiastic paraphernalia of Pope Boniface himsdll
Lasinio, by his energy and indnstry, made these works know,
and, in the capacity of cicerone to the English visitors, who -
always flocked to the Campo Santo, he contributed i -
slight degree to the prevalence of the taste now [becoming
s0 general among us. Ottley, the Englishman, at the sau
time enjoying a certain independence of means, imbibed fron
his intercourse with Lasinio a similar taste, and made carefd
drawings of the more important frescoes, both at Pin
Florence, and Assisi. These he published in a sevies of boll
engravings, but, from unavoidable costliness, they have uever -
had any estensive circulation. I’Agincourt, in Paris, ak
did much to diffuse a wider knowledge of the history i
Italian art by collecting drawings of all available ‘mon
ments,” including the sketches of Ottley and Lasinio, al
arranging them in chronological order. Lanzi, too, a wrifer i
of high order, contributed much to spread a taste for &
study of the history of art by his delightful volumes up® ¢
the various schools in Italy; a work which has been mﬁd{ L
equally popular in England by the well-known translation® £
William Roscoe. It is not a little remarkable that sev® ¢
years ago we had no translation of Vasari’s Lives i .M“;
Painters in the English language. Muys. Foster’s versith
therefore, published in Bohn’s Series, in 1850, was of not*
worthy importance; and the more remarkable, as V asari b
for many years been translated into almost every ofbe
European language.”— 3. Scharf, Jun. on the Painting
Ancient Masters in the drt Treasures Exkibition.
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The end of the fourteenth century is remarkable for the
introduction of genuine fresco painting, and, as the most
important works of immediately succeeding artists consist of
wall-paintings, we may examine them to greater advantage
after some inquiry into the nature of “fresco buono,” as it is
termed. At the same time it must be remembered that many
mural paintings were still executed in distemper, and panel
pictures, of course,in the ordinary tempera (or, as it is
termed by the Italians, & guaz=o), until the introduction of
oil-painting. To adhere, however, to chronological order, as
nearly as our plan will permit, we must offer some account of
medizeval mosaies, miniatures, and glass painting before con-
fining our attention to fresco painting. But, before concluding
the present subject, we may mention that tempera was em-
ployed as complementary to fresco ; and that up to the present
day, as will be seen in the next section, oil-pictrres are fre-
quently executed partly in tempera, or, as it is now called,
distemper—in other words, water-colours.

8. TEMPERA AND ENCAUSTIC IN MODERXN TIMES.

Vartots altempts have been made to re-introduce wax
painting; but the art of pencillum-encaustic, as practised by
the ancients, scems to be lost. Wax painting, in the first
centuries of the Christian era, appears to have superseded all
other processes, except mosaie. In a manuscript of the cighth
century wax painting, however, meets with little attention; and
the art was almost forgotten during the twelith, thirteenth,
‘flnd fourteenth centuries, the original process being quitelost,
Judging from the slight description in the extremely rare
notices of wax painting known to exist. A document in the
records of the Duomo of Orvieto mentions a wax vehicle or
varnish as having been used by Andrea Pisano in 1345, but only
for colouring marble statues of the Virgin. Mrs. Merrifield
however, mentions a picture, reputed to be painted in wax, of
the « Martyrdom of St. Simon the Younger,” by Andrea
}}[Tantegna,_ in the possession of Signor Vallardi, at Milan.

he vehicle,” says Mrs, Merrifield, “ whatever it was,




PAINTING POPULARLY EXPLAINED.

appeared to me to have been as manageable as that of ¥y
Eyck.”

The same collection, we are told, contains a modern picture 2
alzo, which may with propriety be said to be in encaustic, singg &
the colours ave melted in by the application of a hot ivon, ¥
In the attempted revival of wax painting in France and
Germany (move especially at Munich), the principle of dis
solving the wax in an essential oil has been adopted, the |
vehicle being consolidated by the addition of vesins. The
efforts of Montakert were most prominent in introducing this
method ; but Taubenheim and others recommend the solation
of wax in a drying oil. A method of wax painting, luvented
by Count Caylus, about the middle of the last century, was
highly extolled at the time, though beset by grave incon-
veniences. At Parma as well as Munich, a method of wax
painting is now practised, and, in repainting the pictures by
Sir James Thornhill, Mr, Parris, the artist, 1s represented to

have used a wax vehicle, his own * marble medium.” ;

We have said that ¢il pictures have been and ave frequently
executed partly in distemper. This partial use of water
colours, which 1s generally confined to the preparatory stages *
of the picture, recommends itself by enabling the artist to
advance with greater facility through those stages, and also
by the increased purity it secures in the superimposed colour
Nearly all the Venetian painters are believed to have usel ¢
this mixed method. Itis known that the invariably dew ¢
blues in the pictures of Paul Veronese were painted in div !
temper and afterwards varnished. Upon this sulgect we §
venture to quote, as the opinion of a practical autbority, the
following valuable passage from Burnet's Essays on the Fint
Arts. |

“Until the time of Correggio and Titian, the peculiar
beauties of oil painting were unknown. The power of repre :
senting the variety of textures and swrfaces in nature, the L
art of giving to the light the means of reflecting back that
luminous body unimpaired, and the conduct in the shadews
50 as to swallow up and absorb all reflexion and refraction o
light, were soon discovered to be its advantages over fresed
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and Correggio and Giorgione availed themselves of such dis-
covery : hence the impasto, and absence of oleaginous sub-
stances in the light portions of their pictures, and the
unctuous and transparent properties in the shadows.

«The effect of such treatment can only now, in a manner, be
guessed at; for though the 1ights'1'emain in a degree unaltered,
the rich glazings of the shadows have become dried up and
listered by the effects of time and heat. We can easily
imagine that the water-colour, in the first instance, when the
change took place, was not sufficiently charged with size or
some resixting fluid; so that, on the application of oil glazings,
the work darkened in a very great degree; and though colours
laid on in distemper and glazed with oil pigments, will pro-
duce a much richer effect than either process separately, we
trace a gradual approximation to the effect of water, or the
luminous character of fresco painting, through the works ot
Titian, Tintoretti, and Paul Veronese.

“The truth and force of nature produced by a union of the pe-
culiar properties of the two modes, have been felt and acknow-
ledged by all painters up to the present time; and though
Rubens, who laid the foundation of the art in Germany, finished
his works principally in oil, yet, from adopting a white water-
colour ground, he preserved in a high degree the fresh and
brilliant effects of the Venetian mode of painting; and by Velas-
quez it was carried into Spain, and by Vandyke into England,
but gradually sunk into a leaden and dull arrangement of
colour, until revived by the indefatigable exertions of Sir
Joshua Reynolds. So anxious was this celebrated artist to com-
bize the luminous qualities of the Venetian style with the rich
transparency of Correggio and Rembrandt, that half his life
was spent in trying experiments on the various modes of pro-
ducing this union, and which has occasioned the decay and
destruction of many of his works; for though water-colour
will support oil painting ; yet, when washed over it, so as to
tecover the freshness of the original ground, it contracts and
tears the work to pieces: hence the deep and multifarious

eracks and fissures in the background of most of his best
coloured pictures.”
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Turner also carried this principle too far, combining an
varying the two methods in the most reckless manner, ’

“In Etty,” Mr. Burnet continues, “we have the try
Venetian crackly substance of water-colour with the rich |
and transparent glazings of oil, and Wilkie had part of the
quality for which we are contending in a very high degre. |
His pictures possess that peculiur stearine substance foundin 3
the works of Watteau, and which cost Reynolds a long lifeto ¢
acquire; but the other requisite is absent, the fresh water
colour lock we find in Wattean.”

Since the introduction of oil painting, pictures have occs
sionally been executed with the old tempera egg vehids
In the Colonna Palace at Rome there are several fine land:
scapes by Gaspar Poussin, said to be & wore; and in the di |
ferent collections throughout Europe tempera pictures mayhe |
found which have been painted as designs for fresco.
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the sumptuous effect produced by immense walls
covered with figures, often of colossal proportions, coloured

00t in variegated hues of ecrystalline brilliancy, set in back-
s+ grounds of gold and purple and azure, and surrounded with
lund- many-coloured marbles, It the intention of Sir Chris-
2 A topher Wren had been carried out, and the inside of the dome

aybe of 8t, Paul’s Cathedval had bgen “filled with rich and durable
mosaic,” like the cupola of St. Peter’s at Rome, we should
have had a higher idea of the capabilities of the art than
can be formed from the inspection of snuff-boxes, or, at most,
a few cabinct pleces.

Mysaie, called opus musivum, musaicum, mosaicam {from
muson, musieoi, polished, elegant, or well-wrought), and of
which there are various kinds, is, in the widest sense of the
word, any work which produces a design, with or without
colour, on a surface by the joining together of hard bodies.
Though, seemingly, too mechanical to rank as a style of
‘ “painting,” yet it is generally and justly considered entitled
to the distinction. For, it wmust be remembered, whatever
may be thought of the means, that the principle of painting
is .in\'olved, and it is as necessary to prepare a cartoon for an
original composition in mosaic as for a {resco, or the most
elaborate picture—in fact, it is not merely as necessary, but
also, in this instance, quite indispensable.

At the present day in Italy the most celebrated pictures
are copied with perfect accuracy. And even this copying
must require a very considerable knowledge of art, aund a
correct appreciation of the different schools, to do justice to
works thus invested as it were with immortality. There is
a studio expressly devoted in the Vatican to the manufacture

!
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of the beautiful mosaics of St. Peter's.  The number ¢
enamels of different tints and hues preserved for the PUrposes
of the work, amounts to no less than 10,000; and many ¢f
the large copies from Raphael and Domenichino in varigy
parts of the building have occupied from twelve to twenty
vears in their execution. The art having never been lost, W.e
may best deseribe the more mechanical part by referring f
the present practice in the establishment at St. Peter's, espe.
cially as it is here more perfectly conducted than it was amoy |
the ancients :—
The method is simple enough.  The slab upon which the -
mosaie is made is generally of Travertine (or Tibertine) store. -
In this the workman cuts a certain space, which he encircks
with bands or cramps of iron, Upon this hollowed surfa
mastie, or cementing paste, is gradually spread as the pre
gress of the work requires it, this forming the adhesive ground, *
or bed, on which the mosaie is lald.  The mastic 1s composel
of caleined marble and fincly powdeved Travertine stom :
mixed fo the consistence of paste with linseed oil. Into this:
paste ave stuck the smalti, or small cubes of coloured gl
which compose the picture, in the same manner as were b
coloured glass, stone, and marble sectidia and fessera of th
ancients.  These smal{i ave vitvified but opaque, partuking d
the nature of stone and glass, or enamels; and are compost §
of a variety of minerals and materials, coloured, for the mot
part, with different metallic oxides.  They are manufacturd £
in Rome in the form of long slender rods, like wires, of dit
ferent degrees of thickness, and are cut into pleces of the
requisite sizes, from the smallest pin point to an inch. Wha
the mastic has sufficiently indurated (and it acquives in tin
the harduess of stone), the work is susceptible of a polishliké
crystal.  Care must be taken, however, that by too highs
p(;lish the entire effect of the work is not injured, as o
merable reflected lights in that case would glitter in eve]
part of the picture.  When the design is to be scenata ver: i;t,
considerable distance, as in cupolas or flat ceilings, they & ¢
geneml]y less elaborately polished, as the inequalities of th
surface are the less distinguishable, and the interstices of fhe |
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work cannot be detected by the spectator. On ascending the
dome of St. Peter’s the visitor is invariably astonished at the
coarseness of mosaies whichappear from below of the utmost
delicacy and finish.*

The age of a mosaic may be determined by the composition,
the drawing, and the nature of the materials employed; and
if of the Christian period, as a general rule, the more numer-
ous these are, the more modern the mosaic. Many antique
mosaics, which were supposed to consist of coloured stones,
are found to be of glass, or vitreous.

ANCIENT MOSAICS.

Tae employvment of mosaics is traceable to the most ancient
periods, and seems to have had its rise among the eastern
nations. In the book of Esther (ch.i. v. 6) we read of “a
pavement of red and blue, and white and black marble.”
The invention appears to have been transmitted through the
E:vptians to the Greeks, from whom it was stolen by the
Romans, as they stole their arts, sclences, and gods.

Mosaic received its great development in the sumptuous
Alexandrian age, during which a prodigality of form and
material began to corrupt the simplicity of Grecian art. At
first small cubes of stone and terra-cotta were employed, but
later, vitrified substances of varlous colomrs. Mosale was
first applied as an ornament for pavements, and commenced
in the close imitation of inanimate objects, such as broken

*'The works in Pictre Dure and Pictre Commesse, so extensively
C?\‘H?(\ on in Tuseany (and hence called Floreutine mosaics), from
mosales in the materials, execution, and subjects cliosen.  Both are
Em}ﬂoycd for merely ornamental or decorative purposes, and yepresens
fru_xt.birds, flowers, &e. The pictre dure w i i
reliefin coloured stones, and is gemerally nsed as a decoration for coflers
or the panels of eabinets. The pictre commesse of the finer sort consists
of precious stones inlaid, and is emploved for caskets, cabinets, &e. The
5{0nes are cut into thin vencer, and the various pieces are sawn into
: “‘{)@ by meansof a fine wire strctehed by
»‘“( Afterwards fitted at the Iagid
“sively natyral stones, as agates, jas
Of which sepy y
ohjects,
2t Floren,

rives the objects fmita in

a bow, aicded by emery powder,
heel,  The materials are ex-
lapis lazuli, &e., the colours
¢ ¢ the purpose of delineating various ornamental natural
The walls of the chapel of the Medici attached to St. Lorenzi
Ce are lavishly decorated with this costly material.

G

)




PAINTING POPULARLY EXPLAINED.

food and scattered articles lying apparently on the floor, |
thence proceeded rapidly to large historical compositions (s
p. 85), and under the first Emperors attained the highe
technical development and refinement. Sach pavemen
became general, and they were even made portable. Caw
carried the pavement as well as the canvas of his tent wil
him, whether from the love of the art or a dry tloor is some]
what doubtful. Cicero caused the pavements to be placeding
the porticos of his house.  Under the protection of the Roma
dominion this peculiar art spread itself over the ancia
world, and was executed in the same manuer upon the B
phrates, on Mount Atlas, and in Dritain. Wherever t
Rowman arms were carried the mosaies followed, and hundre ¢
have been found in Gaul, Germany, and Britain.

There were several varieties of mosaic among the ancienks
but the mention of the following may suffice: 1. Flou
formed of pleces of stone of different colours, cut geome
cally and cemented together—pavinenta sectilia, 2. Flow g
inlaid with small cubes of stone forming a coloured desig
such as were usual in antiquity, not merely in rooms, b
also in courts and terraces—opus fesselalum, pavimenta
selata (tesselated pavement). 3. The finer mosaic, whi
essayed to come as near as povlble to pictures properly
culled, and wsually employed coloured pieces of clay, ov rat
glass; but also the very costly material of precious stoms
vhere the imitation of numerous local colours was requird-
called opus veriiculatum (majus and medinm), cruste ¥
jiicule.  Splendid works of this description were mad @
stone as well as clay cubes, as early as the Alexandvine pedud
Tn the time of the Emperors the employment of glass cubis?
the decoration of apartments fivst made its appearance, ank
1IUUL v eame into great request.  There ave many remait
this kind of mosaie, of which a few may be pronon nced amv
cally excellent, There is some slight mention of its hav
Yeen transterred even to the walls and ceilings ; but hister
wosate painting of the grander style seems suddenly to
started into life in the course of " the fourth century. 4

art

lines and Intaglios were, according to Miller, enmaved
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metal, or some other hard material, and another metal or
enamel [¥] melted into it, so that figures in so-called niello
resulted from the process.®

Besides these, the forming designs for windows with pleces
of coloured glass, appears to have been known at least to Jater
antiquity, and this may be considered a species of mosaic,
We find accounts also of what are called mosaies in relief.
These were thought to have been the invention of Pompeo
Savini of Urbino, but they are considered by some to be of
ancient date; and are supposed, under the Kmpire, to huve
superseded the bas-reliefs of painted clay, common in the times
of the Republic.  The practice, if it obtained, was borrowed
from the Greeks; for, according to M. Raoul-Rochette, the
Tonic capitals of the Erecthewn at Athens were adorned with
an incrustation of coloured enamel. The fountains discovered
at Pompell had a covering of mosaic in coloured paste, In
the Villa Hadvluna the entire vault of a crypto-porticus was
covered with bas-reliefs in a very hard stucco, said to be
incrusted with a paste of glass or enamel, in Imitation of bas-
reliefs of wax painted in natural colours.

The cubes employed were of every possible tint, and were
set up by the workmen much as the types are by our printers,
or rather, compositors. Mauy of these were gilt, and such
were extensively emploved alterwards in every description of
mosaic by the Byzantines, who placed their figures on gold
grounds.  The gold leal was applied at the back of the cube,
where it was fixed by a mordaut covered with pounded glass,
and fired in a furnace.

* This Geseription of work we have found in modern times to lead
lmmeldi:nely to engraving, and something of the kind—some means of
.muh,lp},"m.‘{impl'c:.-‘ion:——seuns to huve Leen not unknown to antiquity,
Indging from the inuch-commented en passage in Pliny, XXXv. 2.
Ma,r?“i Varro, sayvs Tliny, wade (aliquo modo) and inserted in his
Wrtings the portraits of seven hundred distingnished men, and dis-
bersed them 1o all parts of the world; and this he did for the gratifi-
?.a“o?"‘ of strangers. The process, whatever it was—and Pliny’s allu-
flon is 20 concise, that any explanation of the mecans can be merely
Conjeerural—must have been transicnt and impertect, or some traces of
the art would have been preserved, or some mention of it made.

G 2
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CIHRISTIAN MOSAICS: THE LATER ROMAN STYLE,

Ir is in relation to the history of art, and especially ¢
Christian and medizeval art, that mosaics assume their e
treme interest and importance. TFor nearly a thousand years~
from the fourth century till the revival of tempera in th
schools of Cimabue and Giotto—mosaic was almost exch
sively employed for mural decoration, and during at least for &
centuries—viz., from the fifth to the ninth—entirely sue &
seded other methods for such purposes. But for mossi
then, the art of these long ages would be lost to us, savi
and except the knowledge we might glean from missals. Th
loss of such art would possibly be, for its own sake, not tok
vegretted, but with it would have been carried a perfer §
epitome of the religious ideas of those ages; the clue toh
numerable symbols and legends; and wmnch which threm
light upon the introduction of some of the errors of Roma
ism—such notably as the gradual elevation of the Vi
Mary to virtually divine honours.
Fortunately, however, of so durable a nature is mosaic, th
from existing remains, not only is all this preserved, k&
every change of style in art, and every phase of manner, m
be distinetly traced. There are mosaics near Rome of t
fourth or fifth century in almost perfect preservation, andz }
Ravenna they ave still as fresh as in the days of Justinis
Dominico Ghirlandaio might well say it is the only painti
for cternity. St Mark’s ab Venice is of itself a comphtf
museum of the works of the mosaicisti for several centuns
commencing with the Greels artists of the eleventh century.
The Christian mosaics which decorated the * triumpe
arch” and apsis of basilicas, the cupolas of baptisteries,
other parts of the interior of buildings, consisted of cube
colowred glass, the older specimens being generally i
either on a white or blue ground, as in the Roman schoohF¢
on a gold ground, as in the Byzantine school—at St. Sapb
Constantinople; at 8t. Mark’s, Venice; at Rome, after &
seventh century, and elsewhere.  The only remaining Specm
of Clristian mosaic executed in the antique manner app¥
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to be the curious incrustation on the waggon-roof of the
ambulatory of St. Constanza, the baptistery erected near Rome
by Constantine. It represents a vine; itis,in fact,a pergola
and has, introduced among the leaves, many Christian symbols.
The style is the mixed opus tesselatum and vermiculatum
(majus and medivin) of the ancients, and has none of the
charactetistics of the various kinds subsequently employed.
This is believed to be the carliest and only Cliristian wall
mosaic of the fourth century.

All other Christian mosaics may be included in three classes.
1. Glass mosaic, called opus musicum—pictorial and imita~
tive, used for walls and vaulted ceilings.  The Oriental taste
for splendour had shown itself among the Romans, as we
learn from the gold-ground mosaic of the late monuments of
Pompeii; the transition was, therefore, insensible in this respect
to this rich Christian glass mosule, in which the ground is
nearly always gold.  The pieces of glass were of very irregular
shapes and sizes, and of innumerable colours and tints. The
execution is always large and coarse, and rarely approaches in
neatness of joint and regularity of bedding to the larger style
of the ancients, the opus wmajus vermiculatum. 2. Glass
tesselation, called opus Grecaniwi—conventional, generally
inlaid in church furniture. 3. Marble tesselation, called in-
differently, Grecanium and Alexandrinum—conventional,
formed into pavements.

The principal defect in mosaics, artistically speaking, is the
general want of expression, although the faces frequently
have a peculiar dignity. This defect is owing to the mecha-
nical manner in which they are executed from the cartoon.
Nevertheless, from the necessary restriction of this branch of
art, as far as possible, to large and simple forms, n order to
Insure general distinctness, and the consequent renunciation
of rich and erowded compositions, has resulted a certain
breadth and grandeunr of style which, no doubt, has exercised
an important influence over the whole province of art, but
manifested particularly in fresco.

In addition to the mosaic of the fourth century, already
mentioned incidentally, there is another, which is said to
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belong to this early date. This mosaic was found originally
in the cemetery of San Callisto at Rome, and is now preserve]
in the Museum Christianum of the Vatican. Lord Lindsay,
in his Sketches of the History of Christian Aré observe,
that in it we find the fivst appearance of the peculiar Byzan;
tine character of the head of the Redeemer, which for een
turies after became the established type. * This primitive
type consisted of a half-length placed within a wreath, and
generally in the act of blessing with the right hand [if in the
Latin church, the thumb and the first and second finges
extended, symbolical of the Trinity], and holding the crossor §
the globe in the left,* and is to be often met with in the basilis |~
successively built at Rome, and elsewhere in Ttaly.” Aty |
later period this arrangement became popular througheut ;-
Europe, the representations frequently including the whals |
figure of the Saviour placed upon a throne. Over the doors
of Norman churches, for example, we find a bas-relief of this
subject. The Virgin Mary is also represented similarly en-
throned. The word Maesta (Anglicé < Majesty™) is applied ¢
to these representations.
In the fifth century we meet with a sndden and extensive |
adoption of mosaic in baptisteries and basilicas. The riteof
baptism was anciently performed in a separate building, o
baptistery, and this being generally cireular or polygonal, asd
the decoration chiefly confined to the cupola, it was naturd |
that the centre subject should represent the baptism of Chrit
round which the figures of the apostles formed an outwad
cirele.  Of the basilica, and its decoration, we borrow the
following description by Dr. Kugler:  This form of churh
building had generally obtained in the East. It consistd
in a principal oblong space, of three or five aisles, dividd
by rows of columns, the centre aisle loftier than the othem,
and terminating in one or three semi-domed tribunes @
apsides; before which, in some instances, a transept wis

* Frequently also the Saviour holds a book (the New Testamentﬁzﬁ
which are inseribed the words, “ Ego sum lux mundi”—I am the
of the world,
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introduced [thus forming the Latin cross as distinguished
from the regular Greelk cross].

«The chief apsis behind the altar, as the most sacred por-
tion of the building, was almost invariably rescrved for the
colossal figure of the standing or enthroned Saviour, with the
apostles or patron saints and founders of the church on either
hand. In later timcs the Virgin Mary was introduced next
to Christ, or even in his stead. Above the chief figure appears
generally a hand stretehing out of the clouds, and holding
a crown, an emblem of the almighty power of the Father
. . . Underneath, in a narrow division, may be seen the .
Agnus Dei [Lamb of God], with twelve sheep, which are
advancing on both sides from out the gates of Jerusalem and
Bethlehem—a symbol of the twelve disciples, or the faithful
generally.  Above, and on each side of the arch which ter-
minates the apsis, usually appear various subjects from the
Apocalypse teferring to the Advent of our Lord. In the
centre, generally, the Lamb, or the book with the seven seals
upon the throne; next to it the symbols of the Evangelists,*
the seven candlesticks, and the four-and-twenty elders, their
arms outstretched towards the Lamb.

“In the larger basilicas, where a transept is introduced
before the apsis, it is divided from the nave by a large arch
called the arch of triwmnph. In this case the subjects from
the Apocalypse were usually introduced upon this arch. Tn
addition to this, the clerestory of the centre aisle, and the
spandrils of the arches over the columns, were seldom left in
the larger and more splendid basilicas without decoration.”

The most numerous and valuable mosaics of the fifth and
following centuries are found in the churches of Rome and

* As believed to be intended by Ezekiel vii. 1—10, viz., a man (St.
Matyhaw), a lion (St. Mark), a bull (St. Luke), and an eagle (St. John).
Various other symbals are of {requent occurrence, such as stags ap-
broaching a vessel, which stand for the soulsof the faithful thirsting
after the living waters. These souls, while here below, appear in the
shape of doves ; after the resurrection, and in a glorified state, in that
of the pheenix (also an emblem of eternity). In this form they are
gften perched in the branches of a palm, symbolical of the tree of life.
Subsequently the disembodied spirit was represented as a new-born
Infant, and we often see it thus borne to heaven in a napkin by angels.




88 PAINTING POPULARLY EXPLAINED.

Ravenna. Among the most remarkable mosaics of the if
century are the follownw the internal decorations of
baptistery of the cathedral of Ravenna; the numerous by
now much restored mosaics in 8. Maria Maggiore; the rig
decoration of the monumental chapel of the Empress Galy
Placidia (SS. Nazaro e Celso) at Raveuna, the harmonioy
effect of which is incomparable; and the mosaics on th
arch of triumph in S. Paulo fuori le Mura, Rome.

Of the sixth century the finest mosuics of ancient Christin
Rome are those of 83. Cosmo e Damiano; and althoug
classical influence had almost died out, a figure of Christ b
been thus characterized: “The figure of Christ may be
gavded as one of the most marvellons specimens of the arts
the Middle Ages. Countenance, attitude, and drapery com
bine to give him an expression of guict majesty, which fo
many centuries after is not found again in equal beauty ani
freedom.” Here, already, St. Peter is depicted with the bl
head, and St. Paul with the short brown hair and dark bear
by which they were afterwards recognizable. At Ravenm
in the celebrated church of Ban Vitale, ave two large po
cessional and ceremonial representations, on a gold ground,
the Emperor and Empress, Justinian and Theodora, whid, §
as among the very few surviving specimens of a style whid
preserved many of the higher features of profane paintin:
are of great interest, and as examples of costume quite i
valuable. In the mosaics of S. Apollinare Nuovo, uponi
throne surmounted by angels, the Madonna is perhaps I
the first time represented as an object of reverence. In th
seventh century all appearance of life and more noble expre
sion ceases; and with the general prevalence of the Byzantit
style, a statuesque 11"1&1(\' a moroseness of etplewwﬂs’
settled traditional conventlonaht), and total absence of i
plastic element (or modelling) succeed.

CHRISTIAN MOSAICS: THE BYZANTINE STYLE.

Tur mosaics of 8. Vitale above-mentioned have been clain
as Byzantine, from the circumstance of the OLQUPJUOHO‘
Ravemna in 539 by the Byzantians; but they are clearly &
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the late Roman class, and there 1s no reason to believe that
the artists belonged to amore Eastern school. The Byzantine
stvle was in truth only a transformation of the Roman
t};rough succeeding stages; and till the seventh century the
art of the East and the West was essentially the same, for
the ancient Roman models had been carried eastward with
the migration of the court. Local considerations, however,
render it perhaps more convenient to treat of this style as if
it could be originally identified with that Byzantium from
which it derives its name ; and where, after the city had re-
ceived a new designation from Constantine, it was so ex-
tensively and systematicully cultivated.

Constantine, the first Christian Emperor of the Roman
race, when he removed the seat of empire from Rome to
Brzantium (as Constantinople was up to that period called),
about 330 a.p., carried with him the arts of the former
empire, and applied them to the enlargement and embellish-
ment of the new city. From these arose, in process of time,
that combination of Roman, Greek, and Oriental traditions
which were united in the Byzantine style, and diffused pro-
portionately with the estent and influence of the Eastern
Empire. But of the period from the time of Constantine to
the middle of the sixth century few examples remain. Most
of the existing Byzantine monuments date from the time of
Justinian to the eleventh century. After this period, till the
final conquest of Greece by the Turks, in the fifteenth cen-
tury, the influence of the style gradually decays, and a
European, and more especially a Venetian character is
visible,

1t is then, dating from the commencement of the sixth to
the eleventh century, that we find those monuments of the
Byzantine style which ultimately affected not only the styles
adopted in Italy, France, Germany, and Great Britain, but
penetrated widely among the Sclavonic and Oriental races, and
was carried by the conquering Arabs through all the north of
A.fri(‘a and the greater portion of Spain. In Italy this is pre-
Clsely the period of the deepest decline of art. Alter the
Ostrogoths had succumbed to the armies of Justinian, and
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Italy had submitted itself to the Eastern dominion, it Wwas
next invaded by the Longobards, who brought about the
most singular division of the country; for while the great
mass of the centre of the land fell into their hands, the im.
portant coast regions, such particularly as Ravenna, remained
in the possession of the Byzantines.

The earliest as well as greatest example of Byzantine att
and avchitecture is the celebrated mosque of St. Sophia at Con-
stantinople, built by Justinian, who ascended the throne in
527. Contemporary with this was the ercetion at Ravenn,
the capital of the Exarchate, of 8. Vitale, founded by Julian,
the treasurer of Justinian, about 530, and especially interesting
as having furnished the model after which Charlemagne caused
his cathedral at Aix-la-Chapelle to be built. We have already
alluded to the remarkable mosaics of S. Vitale, but of the far
more elaborate and sumptuous decorations of St. Sophia at this
period. scarcely a trace has survived the effects of wars, fires,
and Mahomedan fanaticism.

The natural desire of the Kastern church to convert the Jews
and Mahomedans, both of whom reproached the Christians with
idol-worship, led to the great Tconoclastic persecutious which
we have before referred to (see p. 62), and the final severance f
of the Eastern and Western churches, when Gregory II. for E
mally excommunicated all Teonoclasts, including the Empero
Leo ITI. himself, in the year 720. One effect of these persecu
tions was to drive out over Europe a multitude of artists, who
thus planted a taste for art in districts in which it might g
otherwise not have taken root. In Grermany,under Charle
magne, the Greek artists from Constantinople and their pro-
ductions were in the greatest fuvour.

But one curious effect of this persecution upon the Byzm
tine style itself remains to be noticed. The Tconoclasts dil
not direct their zeal so much against pictures as against the
more literal “images” of sculpture. The consequence W&
that the Byzantine artists, in order to give no oﬁ'ence,lﬂot
only avoided the imitation of nature generally, and deprlve‘i
their representation of all attractiveness, at least of form, b_‘“f
especially shunned any approach to the appearance of reli
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{particularly in the face), or anything that might recall the
hateful modelling of the sculptor. Most of the other charac-
teristics of the style have been already adverted to in various
places. Byzantine painting, from various causes, ultimately
lost every spark of vitality, and hecame as stationary as Chinese
art. The causes which led to the settled character of Byzan-
tine, and, as we have noticed, also of Egyptian painting, will
likewise explain the long-continued conventionality of the
painting of the Chinese, Indians, Persiaus, and other Oriental
nations. Indian painting, however, like the Egyptian, has
constantly been declining, the oldest specimens being by far
the best.

Thus, one portion after another of the Byzantine figures
became rigid, till even the countenance assumed a suffering,
stricken expressicn. * At the same time,” says Kugler, “a
singular pretension to correctness of anatomy forms a more
odious contrast to the departure from nature in all other
respects.  Figures, in which no one limb is rightly disposed,
have still, as far as the form is seen, the full complement of
tibs in the body, and a most nnnecessary display of muscle in
thearm.” The ““figure” sometimes measures in length noless

* than thirteen heads, which is five more than antique statues;

and the classical proportions are somewhat taller than nature.
Another peculiarity is, that the face is always represented in
the full view, the profile being utterly unknown to thisart. In
fact, the Byzantine artist had sunk into a luxurious handi-
eraftsman, who sought to make up for his incapacity for all
original composition by the splendour of his materials. He
now rested satisfied with a mere conventional type; for we
find it identical throughout Europe; and this, as soon as
established and traditionally communicated, invariably comes
to be regarded with superstitious reverence. Accordingly, in
one of the arguments adduced by an advocate for images in
!:he Nicene Council, A.p. 787, it is clearly said : *“ It is not the
Invention of the painter which creates the picture, but an in-
Vl(?lable law, atradition of the Catholic church., It is not the
Pfllnters, but the Holy Fathers, who have to invent and to
dictate, To them manifestly belongs the composition, to the
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painter only the execution.” The church, then, having one
decided upon the most fitting representation of any sacre]
subject, there existed no grounds for ever departing from i,
we nieed not, therefore, be surprised to find that the painten
of the Greck church to this day scrupulously submit them.
selves to the “ dictations” of the “ Holy Fathers.” No chweh
would, of course, have ventured to dictate to a really living
art, whatever other persecution might be attempted ; and the
deadness of the Byzantine school was as much the causes
the efloct of such ecclesiastical interference.

Perhaps the first mosaics in Rome which distinctly shor
Byzantine influence arc those in the tribune of 8. Agnes
fuori le Zlure (625-638); but the style is still more evident
in the very extensive mosaics in the Oratorio di S. Venanz
a side chapel of the baptistery to the Lateran (640-642). To
the latter part of the seventh century belong the last mosal
decorations of importance in Ravenna, viz., those in the
splendid basilica of S. Apollinare in Classe. The Exarchat,
upon which the Longobards had encroached, was now seizel
by the Franks under Charlemagne, and made over tothe
Papal chair.  From this time Ravenna, sinking into insignr
ficance, confined itself to a fuw solitary decorations andte
repairs; and to this circumstance we are indebted for the
preservation of some illustrations of the art of the ears
Middle Ages not to be equalled elsewhere in the whole world
In the eighth and ninth centuries Roman mosaic sank, s
regards expression, almost into barbarism. Some extensive
and splendid works were, however, executed, and among thes
the mosaics in S, Prassede, on the Esquiline Hill, are in 1&
markable preservation.  After the close of the ninth centary
the art scems almost {o have ceased in Italy.

Meanwhile, however, as the influence of Rome in mattes
of faith increased among the new nations, so some of
her arrangements prevailed also, as, for instance, the plan (.Jf
her churches, so different from the Eastern form; and this
plan was assimilated, as the design easily could be, with the
old Roman monuments still existing throughout Europe~
monuments which would naturally be chosen as oljects
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smitation. Indeed, in many cases, the materials, columns, &e.,
of the ancient edifices were incorporated in the new structures
in other parts of Europe as well as Ttaly. Neverthcless, the
influence of Constantinople would be felt, if only commer-
gially. From the sixth to the tenth century Constantinople
was undoubtedly the capital of the arts of the world; and
numerous works of ornamental art, such as wood and ivory
carvings, richly woven and embroidered stuffs, illmminated
manuseripts and panel-pictures, and ornaments in the base
and precious metals, were carried by traders, as well as the
pilgrim monks and others, thronghout Eurcpe. Then, again,
from shortly after the death of Theodoric the Ostrogoth, in
the year 526, till the conquest of Ttaly by Charlemagne, in
774, the kingdom of Ttaly, with the exception of the Exar-
chate of Ravenna, was held by the Longobard or Lombard
sovereigns ; and, although they invented an original style,
which has deserved to be separately distinzuished as the
% Lombard,” they certainly derived their taste in art rather
from Byzantium than Rome. 3Moreover, Charlemagne, who
putan end to the dynasty of the Lombards, adopted in a
great measure their style and naturalized it, in connexion
with Byzantine models, in the Duildings of Aix-la-Chapelle
and along the banks of the Rhine. The Lombardic style
received, however, its chief development in northern Italy,
commencing with the remarkable group of ecclesiastical
buildings at Pisa (1063), extending subsequently its influence
to Lucea, and merging in the Romanesque during the thir-
teenth century at Florence, Siena, Parma, Modena, Placenza,
and Ferrara,

Retracing our steps, we find, in the tenth century, consider-
able activity in the arts, notwithstanding their utter degra-
dation, and the disasters which befel them, and the persecuted
Greek artists were emploved in various parts of Eunrope. In
Sicily and Southern Italy, in Rome and Venice, they find 2
home, Tn France their style was spread through a Venctian
eolony at Perigueux, and afterwards at Limoges. Germany,
also, and Gireece itself preserves many monumetits to recall the
fact of their presence. Their influence, likewise, extended to
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Asia Minor, Armenia, the Caucasian provinces, and among 4]
the Sclavonic races. But in the eleventh and twelfth centurie
a curious complication is brought about in Apulia and Sicily by
the strange advent of the Normans, From the conquered Gregk
and Saracenic races the Normans adopted the arts those races
(more particularly the former) cultivated; but at the same
time blended with the Byzantine a character partly Lombard,
yet still to some extent peculiar to themselves.  Greek
artists were, however, principally employed in Sicily, though
the polited aich, a feature then of common occurrence iy
Baracenic builditgs, was appropriated by the Normans, The
most splendidspecimens of the Norman-Byzantine paintingsare
the mosaies in the Cathedral of Monrealeat Palermo. The centre
apsis contains an unusually colossal half-length fizure of Christ

The Byzantine type is, however, preserved with far greater
distinctness in the exceedingly elaborate and extensive series
of mosaies in the church of 8t. Mark, Venice, the earliest wal
and cupola pictures of which go back to the eleventh, and,
perhaps, to the tenth century.  This wnmodified preservation
of the style is explained by the circumstance of the Venetia
republic being under the nominal protection of Byzantium while
the mart for the empires of the East and the West; and, even
after all political connexion with Constantinople had ceased, the
active cormmerce which was maintained becane a constant bond
of union.  We need not describe the gorgeous luxury of the
mere materials employed in the construction of St. Mark’s;
sufficient for our purpose to say, that the upper wally, waggon-
roofs, and cupolas, comprising a surface of more than forly
thousand square feet, are covered with mosaics on a gold
a givantic work, which even all the wealth of
Venice spent six centuries in patching together.”  No com

ground; “
sistent plan has been adhered to in these decorations; and
every stvle of art, thercfore, which flourished during thﬁf»‘e
centuries, is recognisable in this edifice. Many of the mosad
were cxecuted in the sixteenth century, and Titian supplied
cartoons to one of the two celebrated mosaicisti—the brothers
Zuceatso: Tintorctto and other great painters likewise far-
nished designs for these works.
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It has been remarked that the Byzantine style is preserved
unaltered since the tenth century in the modern Greek church,
and its important branch, the Russian. The traditional and
religious superstition with which Greek pictares came to be
regarded was likely to recommend them {o a rude, i ignorant
people ; and the imitative instincts of the Sclavonic races were
favourable to the dissemination of a purely mechanical art,
The Russian churches of the present day are covered from
floor 1o roof with paintings; but the chief splendour 15 con-
centrated upon the pietures of saints which hang on the high

screen, or iconostasis, which separates the altar from the rest
e - of the church, The artists are all monks and nuns. Thus '
i | the Russian peasant tllsxxA;~ this style of art something identi-
& fied with and insepavable from Christianity, and the picture !
o b itself becomes sacred because its established forms ave sacved. '
i b Pictures therefore take the place of cliarms, amulets, fefiskes, !
4K and houschold gods.  They are indispensable in every room, l
d, F afxd the Russlan thinks he can never have enough of themn— b
o rich peasants possessing whole collections.  This explaine why il
a $0 many small Byzantine pictuves were found upon the bodies 4.%
w b of the Russian soldiers during the Crimean war. t
a | The meodern Trench archmologist, M. Didron, made some '\}
e b very interesting researches in 1839 into the present Byzantine i
i art of the L%t particularly on the sacred mount Athes {with i!
e 1ts 935 churches, chapels, and monasteries), where the tradition \1
N of art, according to all evidence, hus been preserved with 1
- E‘*thum pertinacity in one unbroken course during thirteen :
" bundred years, The object of the French traveller was to
i throw light wpon the subject of early Christian symbolism
o aud iconography ; and this he attais ed in the discovery of a
» M8# ey fidently ¢ compiled {rom the most ancient authorities,
d and copies of which were in use In all the convents,  In this
se n‘anuwrmt formal receipts ave given {4y the designing, group-
s ing, and distribution on the walls of e rery saint, :\mbol or
A device which may either oceur singly or compose the prezeriled
n B Soredsubjocts and seenes which alowe admit of orthodos repre-

r - ——

* Puilished under the title of Manu

Leonoyraphiz Chre
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sentation—these receipts being as strictly followed as th
practical and teclmical formule of the actual process of paint.
ing. Mount Athos, it appears, has been for the last fo
centuries a general academy of Greek art.  Almost every
Greel artist pursues his studies there; and thenee imyg.
merable pictures on wood are transported to Greece, Turkey,
and Russio. Mosale work, however, is now seldom hear
of; but the quantity of frescoes is almost incredible. To
show with what rapidity these are produced, M. Didrn
relates that he saw with his own eyes a monk and fire
assistants paint a Christ and eleven apostles, the size of lify
within an hour, and without cartoons or tracings. To ex
plain this apparent artistic feat, we are told that these paintens
bring no thought whatever of their own to the task. Not
only the range of their subjects, but the mode of representa-
tion, even to the smallest details, is supplied them by tradition
and old patterns. Their “ studies” begin by making tracings
from the works of their predecessors, and by degrees they
learn every composition and figure, with their accompanying
accessorics, =0 entirely by heart, that they work with the
utmost rapidity and without the slightest exertion of thought.
Individual geuius or character would be only a hindrance, and
neither appreciated nor understood. The painter being the
instrument of one common process, is of course quickly for
gotten In Greece, though his works may be inmamerable®

* « It is a remarkalle fact that the Byzantine style of art, even i
th times, is conzenial to the feelings of certain Western races, who,
with small knowledge and great devotion, find in these strange and
dismal pictures fitting incentives for their zeal, A genuine Byzantine
Madonna picture, or one exceuted in the same style, with dark fac
and sttt goid garients, will everywhere most readily obtain the repue
of 4 mir

aculous picture—an honour seldowy bestowed on the me.‘?
finished work of art. In those parts of ltaly where the I:yzam{ne
dominion lasted the longest, the cultivation of the stifl Byzanunt
type, for popular devotion, was maintained in juxtaposition with that
of the most perfeetly developed form of painting. In Venice, as lafe
as the last contury, painters of ‘zacred pictures’ still existed; and i
Naples, to thiz . a lemonade-seller wi'l permit none other t]mnAﬂ
Pyzantine Madonna, with olive-green complexion and veiled head.'to
be painted np in his booth. We here stand upon ground to wludﬂ
Lira, with all their influence, Lhave not yet pcueﬂ'ated.
o Puintivg ¢ The Italian Schools, vol. i p. 91.

Titian
—Llandb
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THE ROMANESQUE STYLE; AND THE LATER HISTORY
OF MOBSAIC,

We now return o the commencement of the twelfth century,
when a strictly Romanesque style was eliminated in central
Ttaly from the Byzantine traditions and the new life of the
period. The origin of this style has alveady veceived some atten-
tion (see p. 63); and the reader will now be in a still better posi-
tion to estimate the various elements which contributed to its
formation. The two following instances show perhaps, in the
department of moxaic, most freedom from Byzantine influence
viz., the mosales in the basilica of 8. Maria In Traustevere
{1139-1153), and the tribune mosaics of the basilica of S.
Clemente in Rome.  Wall painting veappears in this century :
varlous specimens still existing.  From these we find that the
rise of mediceval painting in Italy was not confined to Tusecany,
as modern Ttalian writers on art, being chiefly Tuscans by
birth, would lead us to believe.

Early in the thirteenth century the Italians in Florence
and elsewhere began to exccute mosaic work for themselves.
Andrea Tufi, while residing in Venice, is said to have gained
the goodwill of a Greek painter named Apollonius, so that
be taught Andrea the art of mosaic, and accompanied him
to Flovence, where they exceuted in conjunction the mosaics
in the tribune of the old church, now the baptistery of
8. Glovanni. Tafi, alone, afterwards exceuted a figuve of
Chuist fourteen fect high, which Vasari says spread his fame
thioughout Ttaly. Contemporavy with Tafi was Jacopo da
Tunita, who condncted some vemarkable mosaies in Sta.
Maria Maggiore at Rome. Chaabue divected several artists
who worked upon a mosaic at Pisa; and Gadao Gaddi, the
friend of Cimabuwe and Tafi, and the father of a race of artists,
executed, among other works, a ¢ Coronation of the Virgin,”
over the prineipal door in Sta. Maria del Fiori, Florence.

) Glutto, also, as well as many, if not all, of the carly Floren-
tl?e 'Dainters’ practised this branch of art. Iis celebrated
4 ’1."016'6”(1, now in St. Peter's at Rome, was executed for the
Aancient basilica, It vepresents a ship with the disciples on

H
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an agitated sea; the ship denoting the chureh, according f,
the early Christian symbolization. The mosaic has been s
frequently repaived that the composition alone can be att.
buted to Giotto. Alesso Baldovinetto, one of the last mosgi,
painters we have to mention, taught the art to Domeniy
Ghirlandaio, who executed, in conjunction with Gherards,
some mosaics in the Duomo of Florence.

Before concluding this subject, one or two varieties o
mosaic deserve a passing notice. Several modern Orientd
styles were probably founded on the art of Byzantium. Ths,
the Arabs, having become possessed of the materials of mosaie,
and pictorial representation being forbidden by Mabome,
they would natwrally arvange the pieces of glass in geous
trical patterns. Glass tesselation, of merely ornamentd
character, prevailed also over Italy for many centure
Tessclated marble work, usually of porphyry and serpentine
(reddish-purple and green-ccloured), was wsed for church
pavement for a still longer period. Gradually the “ Florentine
mosaic,” or opera di commesso (see p. 81, note), was intr-
duced, and even pictorial representations in marbles wen
applied for pavements. In the Duomo of Siena the pavemen
by Becealumi eshibits large and elaborate historical comper
sitions in light, half-tint, and shadow, by means of the cor
trast of three marbles only.

We may likewise mention, as a species of mosaie, the gor
geous enamels upon gold which was an especial department
of Byzantine art. One of the best existing examples is, per
haps, the Pala d'Oro, the altar-piece of St. Mark’s, Venitt
which was ordered to be the most costly that Constantingp?
could furnish. It consists of a number of delicate gl
plates, upon which Christ and the saints, with biblical scenét
and the Life of St. Mark, are represented by engraving al
in enamel of the richest and deepest colours.

Tarsia, or the art of inlaying woods, stained, or of differer
natural colours, so as to represent architecture, Jandscapes
and various ornamental objects, was much employed in Tty
in the seventeenth century.
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Hissal any other Wannseript Flluminations ;
Atliniatuee Painting ow Foary, Enamel,
Fotery, Cte

1. MISSAL AND OTHER MS. ILLUMINATIONS.

e \‘&OR many centuries during the Middle Ages missals
f (livre d’heures) and other books of prayer were the

only literature and the sole study of a great number of
the people. The monkish scholars and devotees espeeially
delighted to embellish these books, which formed the charm
and solace of their movastic existence, and supplied them
with a kind of sacred occupation. The works of art in these
books being of small dimensions, and as part of DMSS. which
couid not be multiplied by printing, having a value beyond
their illuminations or miniature paintings, there was both
greater facility and greater interest in their preservation. All
the older specimens being also painted on vellum, there was
little danger of their decay through time. Panels, canvases,
and paintings on wulls, on the other hand, independent of the
difficulty of their removal and deposit in safe places in cases
of emergency, were constantly exposed to injuries from which
the ilfuminations of JMRS. were preserved, from the habit of
depositing them in places of safety, and from their Dbeing
closed from the action of the atmosplicre.

Hence, when a hiatus occurs in the history of the art of
varlous countries, it can frequently be filled up by the minia-
tares in these books, which are generally to a considerable
extent an index to the state of art in other departments.
Thus, as Dr. Waagen* says, “the English specimens supply
the only means of tracing the historical development of
English Painting from the 9th to the 16th centuries.” DMore-
over, bemg painted for the most part with opaque colours,

\/A

* Art Treasuresin Grect Britain : The MSS. of the British Museum.
H 2
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which, being of mineral or earthy extraction, are the mogt
durable, the colouring' is surprisingly pure and brilliant,
and even when the more fugitive vegetable tints were ey
ployed, from the way in which they have been protected froy
light and damp, they have fuded far less than if they ha
been exposed as in other pictures. The style of any particala
period is, however, not always to be correctly appreciated from
these performances ; for, when the higher qualities of art an
almost entirely absent, we sometimes find a remarkable de
velopment of the mere decorative portions of painting. Far
Instance, there are in some Byzantine MSS. the most splendit
arabesques of mixed foliage and animals, and the riches
arcliitectural fancles in the margins.

The study of the calligraphy, or penmanship, of anciest
MSS. s replete with interest; and the art of deciphering
anclent writings, or paleography, has veceived of late yean
some of the attention it deserves,  We must, however, linit
the few remarks our space permits to examples in the arte §
lluminating, or {limaing, as it was formerly called. But &
may be remarked that we owe the preservation of some o §
the most precious works of classical authors to what ave called
palimpsest MSS.  These are MR8, which have been twiv
written.  From the difficulty of procuring vellum, the medr
wval calligraphers frequently erased the writing of som
antique MS. to make way for their ownj but chemistry ba
furnished us with the wmeans of making the original visible

The word “miniature” derives its origin from the practie
of writing the vubries or initial letters, &e., with sedicwi, &
red-lead. The French term “illuminer” is supposed to
derived from the custom of illuminating or heightening th
lights with gold. “The wrt of miniatuve painting was dividel
into two brauches: the professors of the firsf were styled
¢ miniatori,” or miniature painters, or illaminators of books
and those of the second, ‘miniatorl ealigraii,” or ‘puk:h“
seriptores” To the first class Delonged the tusk of p;lint’lﬂé'\
the seripture stories, the borders, and the arabesques, and Of
laying on the oold and ornaments of the MSS. The secasd

wrote the whole of the work, and those initial letters gev
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rallv drawn with blue or red, full of flourishes and fancifal
ornaments, in which the patience of the writer is frequently
more to be admired than his genius.

That the miniature painter was generally distinet from the
calligrapher, 1s evident from the fuct that some MSS. want
the initial letters 2)together, the spaces being left to be filled
in by the more strietly ““decorative” artist.  But M, Merri-
field tells us that the two Lrs

ches were sometimes practised
by the same persen; whenee the terw “writing” was also
estended to ypainting, and the word was not confined to
minature painting only, bat was applied to puinting on glass,
which was also called * writing on glass.”  Vasarl inthnates
that the initial or lavge-Jetter writing was a distinet occu-
pation about 1350; for he says, in the Life of Don Lorenzo,
that the monk Don Jucops wus the most distinguished large-
letter writer in Europe in the fourteenth century.  This Don
Jacopo “ wrote” for hix wonastery, Degl” Angeli in Florence,
twenty folio choral hooks, the miniatare illuminations of which
were painted by Don Silvestro, a brother of the same monas-
tery; and so highly was their skill esteemed by their brother
monhs, that they embalmed their right hands alter their death,
and preserved them in a casket with the utmost veneration.

These larze luminated initials are ornamented with all kinds
of funcitnl ohjeets and figures, as men, animals, birds, flowers,
&e.

They ave called lettres Nistorides, becanse they gencrally
illustrate the text. In English and French M33. of the four-

teenth century, initials in purple, red, and gold are very
frequent, in wiich are disposed figures of men and animals,
The omamentation js usually extended in spiral serolls along
the upper and lower margins of the page; and these also sup-
port small groups or single fignres of dogs, haves, apes, &e.
These Muminated Tetters ave said to huve commenced with
the Greeks in the seventh century ; and they attained their
utmost elaboration in the tweltth.

Among the more celebrated miniatori were Simone Memmi,
Giotto, ha Angelico da Fiesole, Franco Bolognese (xentioned

¥ Mrs. Merrifield's Ancient Practice, &c., p. xXix.
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by Dante in canto xi. of the Purgaforio), John Van Ty
Squarcione, Girolamo dai Libri# Memling, Gherardo oy
Florence, of the school of Ghirlandaio, and Giulio Clovio. By
most of these were equally, or still more distinguished in othe: ¥
branches of art. Memling, the Flemish master, was perhap E
the best of all illuminators. The Italian, Giulio Clovio, the
pupil of Giulio Romano, produced, however, some extraord;.
narily elaborate and highly finished miniatures. According
to Vasari, he spent nine years in executing twenty-six min
atures in a breviary of the Virgin for the Cardinal Alessanin §
Farnese, now in the Royal Library at Naples. And Mr |
Humphreys tells us, in his Illuminated Books of the Middk
Ages (with the beautiful illustrations by Mr. Oswen Jones)
that a medal was struck in his honour.  Attavante, a Florer
tine artist of the fifteenth century, was a very celebratel
illuminator of MSS. A magnificent missal which he illumi
nated for Matthias Corvinus, King of Ilungary, is in th
library at Brussels; and the former regents of Belgiuni used
to take their official oath upon it.

The pigments employed were prepared with the greates
care ; and were commonly preserved by steeping small piecesd
linen cloth in the liquid dyes—hence called *clothlet colours”
When the colours were required for use a small portion o
the cloth was cut off and placed in a shell containing
water, and the tints were generally converted into *bodr
colours” by the admixture of white, for we seldom find th
shading transparent. The vehicle was ego, gum, or ghe
dissolved in water, but usually diluted sufficiently to leaw
the surface dull and unshining. D’Agincourt,f howeves
mentions some miniatures, the colours of which are insolublf
in water; and Dr. Dibding states, in deseribing the illumr
nations of a JS. of the Codex Justinianus of the fourteentt
century, that on close examination the colours appear to Latt
been mixed up with a glossy material not unlike oil (7]

* S0 named—dai Libri, literally “of the books”—from his emPP«y‘h'
ment. Mis father, Francesco dai Libri, was also a cclobrated thot
inferior illuminator.

t Monuments ' Art, &c. t Northern Tour, p. 603
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2. HISTORICAL SKETCH OF MS. ILLUMINATIONS.

Tae taste for decorating manuscripts existed among the
ancients. The Egyptian papyrus, with its coloured hiero-
glyphs, vignettes, and rubric-like initials, was a veritable
illuminated MS. Greek and Roman MSS. likewise had their
red titles, or commencements and initials. The portraits
which Marco Varro enclosed in his books (sce p. 83, note),
ave thought by some to have been painted; but their number
renders this incredible.  Seneca, however, in his treatise De
Tranquillitate Animi, speaks of books ornamented with
figures. The 1most ancient specimen of calligraphy extant is
probably the Virgil of the fourth or fifth century in the
Vatican. It contains fifty miniatures, but design and execu-
tion are infertor. 1In the celebrated collection of the Vatican
are some of the most valuable M33. known. Among these
is a very interesting M3. of the Book of Joshua, which,
though, according to an inscription on it, not of earlier date
than the ninth or eighth century, is doubtless from some

[ work of the best early Christian time. It is a voluinen, or
il roll of parchment of more than thirty feet long. The illu-
R | minations are executed in few colours, and differ greatly
i b from the highly-finished splendour of later Byzantine minia-
e | twes; but, excepting in the extremities, it has few of the
e B5:za11t1ne defects; on the coutrary, there is much classical
e spurit, and costume and weapons are still perfectly antique.
. In the Ambrosian Library at Milan, fitty-eight miniatures
’ea\'f hav.e been preserved, fragments of a mannscript Homer,
- which may also date from the fourth or fifth century, judging
‘uble from the broad and solid manner in which the colours are
o B applied and the treatment of the drapery. Atfter the seventh
ah | Century, while the Byzantine style was adopted in Italy for
fase osaics, a style of greater licence and degeneracy prevailed in

Ttalian MSS., which may be called, from the ruling power, the
“ Longobardian.”

o thWe have. already alluded to the splendid em‘oellishxflenﬁ of
! ¢ Byzantine MSN. The best miniatures of the Byzantine time
do not, however, actually belong to the Byzantine school, but
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are copies of earlier Roman works. For instance, the meg
celebrated Codices of the time of the Macedonian emperors,
now in the Bibliothdque Impériale at Paris, are copies and
tac-similes of the best Romano-Christian works. The finest §
miniatures are contained in a codex of sermons by St. Gregory
Nazianzen ; and some of these are repetitions of compositions
of the fitth and sixth centuries, representing the principal
events from the creation of the world to the time of $,
Gregory. A Dsalter of the ninth century is still more inter.
esting, from its numerous personifications of natural oljects
and abstract qualities in the maimer of the antigue; th
invention of which the art of the time was totally incapable.
Among works essentially Byzantine is the well-known costly
Menologlun, or ealendar, executed about 1000 a.p., for the
Emperor Basilins I Thongh imperfect, there being bt
the mouths from September to February Inelusive, it contains
no less than 430 splendid miniatures on a gold gromnd, the
work of cight artists, whose names recur at intervals, The
subjects include scenes from the life of Christ, the lives and
martyrdoms of the =aints, and the history of the church, o
rather its synods.

The more important Greek DMSS. are, however, of the
period of the Comnene emperors—irom 1056 till 1201 0f
these the Dogmatica Panoplia or Complete Defensive Ar
mour against Heresles, in the Vatican, is remarkable for ifs
brifliant colowring and the stift’ gold-embroidered carments;
while a collection of sermons for the feast of the Virgin s
noteworthy for the great beauty of decorative ornament in it
initials.  An Evangelarivin, or the four Gospels, executed
in the reign of Johannes Comnenus (Bibliofeca & C/’b[ilﬂl):
is also interesting; and a MS. of St. John Calimachus {in
the Vatican), coutains some very delicately-executed and
curious designs. 1t is called 7%e Ladder, from the fir
vourite allezory of the Virtues as the steps leading fo
Heaven, and the Vices as those which lead to Hell. The
Byzantine miniatures of the thirteenth century partake of the
general degeneracy of the style. o
We have given (p. 63) Dr. Kugler's reasons for belieni®
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in the comparatively independent origin of the “ Romanrsque
style;” and what he remarks of the Italian JISS. of this
period decidedly supports the opinion: “ In the Italian
manuscripts of this period a composition and construction
are displayed, which, however rude and careless, are still,
upon the whole, allied with those of the greater works of art.
Here, s in the empire of the Kast, the copyving of older
works was asual, though pursued with less sluvishuess of
manner, being treated more i the spivit of a free repetition.
The mintetures Lelonging to a Virgil in the Vatican, pro-
bably of the thirteenth century, consist appavently of frecly
transposed antigne motives, in which it is ditfieult to dis-
tinguish the defeets of the first hand from those of the
second.  Not only the general invention of this work, but
.

every detail also of position, action, and drapery, and even

the hizhly placed Iine of horizon, lead us directiy back to the
late Rowan style of art. © The heads, also, have the antique
breadth and vouthfulness; all, however, scen under the dis-
guise of a barbarie transformation.”

In the West, Charlemagne and his grandson, Charles the
Bald, greatly encouraged the transcription and embellishment
of manuscripts, which are hence termed Carlovingisn, The
Bibles of Charles the Bald, preserved at Parisin the Imperial
Library, and at Rome in the Benedictine monastery of St.
Calixtus, ave very beauntifully decorvated. The series of illus-
trations in the latter (the so-called Charlemagne Bible), and
which afterwards constantly reeur with few variations, is
koown as the Speculum Humane S«lvationis, and contain
subjects from the Old and New Testaments which embrace
the entire history of the full and redemption of man.

The English M3, are fully equal to the Continental ; and
at an early period the Anglo-Saxons were even surpassed by
the Trish and the monks of Tona. The Bewedictional of
St. .Ethel\vold (963-967), in the Duke of Devonshire’s col-
lection, is the most complete example of early English art.
Tt was executed by a monk of Iyde Abbey (then the most
eelebrated place in England for such works) named Godeman,
for Ethelwold, Bisliop of Winchester. An English Psalter,
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in the British Museum, of the early part of the fourteenty
century, which was presented to Queen Mary by Baldwi
Smith, represents the art of the period unusually well. The
celebrated Bedford missal, now in the possession of Sir Johy E
Tobin of Liverpool, who purchased it for 11007, was exeeute]
in France for John, Dulke of Bedford, in the reign of Hemy §
the Sixth, and contains the only known portrait of the Regent
of France. The great majority of illuminated books were
religious ; some few, however, such as romances, were secular,
and ave particularly valuable for their illustrations of costume,
&e. Otthese, one of the most frequently decorated during the
fifteenth ceutury was the French Romaunf de I Rose, s
poem of the thirteenth centurv. The British Museum eopy
15 considerced the most beautitul.  Qur national colleetion of
M3, is now very rich, and additional facilities for obtaining
some knowledge of manuseript illuminations have bea
afforded the public of late by the exhibition of the paintings %
in glass cases.

3. MINTATURE PAINTING ON IVORY AND ENAMEL

MiNTATURE PaiNTING, since the invention of printing super
seded the art of the calligrapher and illuminator, has been
confined principally to portraiture, and the ancient vellun
has been discarded for ivory and enamel, Tvory is preferred,
for the soft semi-transparency of its texture, which com
municates a peculiar delicacy to the ecolours, especially the
carnations or {lesh-tints. The ivory being cut in thin sheets
requires, however, on account of this property, something per-
fectly white and not liable to tarnish at the back fo servess?
foil, otherwise the effect of the painting might be quite &
stroved by the darkness of the surface belind showing through
Ivory and enamel being quite smooth, and without textvl}ff
or absorbency, it is impossible to spread a flat tint. “lfh
the most desterous handling, a little heap of eolour ¥
collect where the brush first touches or leaves the surfi®
and the intervening space, which it may have been inte{ld

to cover with an even “ wash” will present something O't the
trregularity of a tlow of water on a greasy plate or polis
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table. IHence it becomes necessary to fill up the interstices
of these irregularities with hatchings and stipplings (see p. 15).
The point and steel scraper are both used, to move rapidly
procure the desived gradation, as well as to obtain mecha-
nieal regularity in the stippling, which has been much soaght
for, particularly by French artists. It is true that the labour
thus involved may be avoided in certain parts by the use of
body-colours—that is to say, colonrs yendered opaque by the
addition of white. But body-colour washes, from their un-
manageable nature on ivory, can only be used in portions
which can be covered at ouce, or do not require much finish,
such as backgrounds and draperies; and here the surface of the
irory is, of course, sacrificed.  Body-colour applied in this way
will give an even, Hat gradation in a background, and impart
a cloth-like effect to the representation of the modern male
costume ; but, from the difficulty of caleulating when ¢ wet”
the difference of tone the body-colour will assume when dry,
if is useless for flesh-painting, if spread in coats so as to cover
theivory. Opaque and semi-opaque pigments, of earthy and
mineral extraction, were, we know, used in the flesh by the
ancient painters on vellum, but then they weve lightly
stippled, not loaded; and such pigments may be worked
transparently in the same way on ivory, though the modern
miniature painters prefer the more transpavent eolours.
Where body-colonr, therefore, is laid on in certain parts, so
as to cover the surface, and the ivory shows through in other
portions, the work can scarcely be harmonious, For this
reason the use of body-colours, which were extensively, and
are still employed by French miniature-painters, has been
discontinued by the English artists of the present century.
Gum-water is the only vehicle besides simple water employed
with the transpavent or body-colours,

The large size of modern miniatures may excite some
curiosity as to how a sheet of ivory can be obtained so much
lf}rger than the diameter of the largest elephant’s tusk, espe-
clally wheu it is known that the sheet is not joined, as might

¢ supposed. The tusk is simply sawn cireularly—in other
words, round its eircumference ; the ivory is then steamed,
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and flattened under hydraulic pressnre, and finally mounted
with caoutchoue on a mahogany panel.

Enamel painting has the great recommendation of benmper.
feetly indestructible. Specimens of this art applied to pottery
are now in c\\\tence which have not changed their Lues dmmo
3000 vears.  The enamel tints on Egvptian idols, ~(mabel,
necklaces, &c., are precisely zimilar to the colonrs now produced
by the enameller.  The dithenity of handling the brush is quite
as great as in painting on ivory.  But a far greater techniel
difficnlty is that of calenlating the exact effect of the proces
of firing the cnamel, in altering the hues of the several apgl
cations of colour. Fine colouring is therefore ravely foundin
enamels.  Moreover, the enamel painter’s list of piamentsi
limited to these prepared {from wetallic oxidos, and many
metals are perfactly wseless on account of the izl degree of
heat to which enamel paintings are suljecied. Modern scienee
has, however, done much to supply this dem dencv. The colows
are mixed with oil of spike or lavender, or with spirts of
turpentine.  These e\whtml oils velatilize rapidly under the
effect of heat, but the fixed oils would canse the enamel to
blister.  The ordinary brushes of the painter in water-colows
are used.

We estract the following valnable remarks on enamel paint:
ing, and account of the process employed by the artists of the
present dav, {rom a communication to the Arf Jowrnal,in
1851, by Mr. W. Escex, himself (as well as his DLroiher) an
enamel painter of reputation. Heways: ¢ Pictures in enamel of
any inportance as works of art Lave been very rarcly produced
until \\nhm the last eighty or ninety years;* for, (..thongh
Petitot, in the reign of Lounis XIV., drew with oxquisite
neatness, he seldom produced enamels which aimed at more
than micrescopie finish, and accurate drawing of the humar
head.  His works generally measure from about an inch and
a half to two inches in diameter, and are usually either cir-
cular or o\'zﬂ. It was reserved for modern times to try?

5 0

* Yt is foreign artists, however, pmnuxlarlv those of \Iun{(jlh‘]j;e
have chietly L11~Im<'m-hcfl themselves in this branch of art. Jhe

Mr. Bone was one of the best English enamel painters of our time.
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bolder flight, and the result has been that enamel paintings
are now produced with every possible excellence in art. The
rich depth of Rembrandt and Reynolds can be perfectly ren-
dered, togethier with all thelr peculiarities of handling and
fextare; @and the delicacy of the most beautifnl miniature on
ivory may be suceessfully competed with.  As regards s..,
enamels are now painted measuring as much as 16 inches by
18,and 15 inches by 20, The kind of enamel used for pic-
torial purposes is called ¢ Venetian white hard enamel i it is
composed of silica, borax, and oxide of tin. The following is
a brief description of procedure in the art of enarueliing :—

“To make a plate for the artist to paint upon: A piece of
gold or copper [uwsually gilt] being chosen of the vequisite
dimensions, and varying from about an eighteenth to a six-
teenth of an inch in thickness, is covered with pulverized
enamel, and passed through the fire until it becowes of a
bright white heat; another coat of enamel is then added, and
the plate again fired ; afterwards a thin layer of a substance
called floe is Jaid upon the surface of the enamel, and the
plate undergoes the action of lLicat for the third time. Tt is
now ready for the painter to commence kLis picture upon.
‘Flax” partakes of the nature of glass and enamel: it is
semi-transparent, and liquifics more easily in the furnace than
enamel, When flux is spread over a plate it imparts to it a
brilliant surface, and renders it capable of veceiving the
eolours : every colour during its manufacture is mixed with a
small quantity of flux; thus, when the picture is fived, the
flux of the plate unites with the flux of the colour, and the
coloaring pigment is perfectly excluded from the air by being
surrounded by a dense vitrified mass. From this will be
understood the indelible (and we wight almost say eternal)
nature of enamcl,

“The plate undergoes the process of firing after each layer
of eolour is spread over the whole surfuce.  This process cors
tesponds o the drying of the pigments in oil or water-colour
bainting before the artist ventures {o re-touch his work.
Sometiines

firings

a higlly-finished enamel requires fifteen or twenty
g3 Great care niust be taken fo paint without errors of

1]
t
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any kind, as the colours cannot be painted out or taken off
(as in water or oil) after they have once been vitrified with.
out incurring excessive trouble and loss of time. If the up.
fortunate artist miscaleulates the effect of the fire on his
pigments, his only alternative is to grind out the tainted spot
with pounded flint and an agate muller; and so hard is the
surface that a square incl will probably take him a whole day
to accomplish.”

Silver is very seldom used for the substratum of the plate
{or plague) of enzmel for painting, beeause liable to blister, and
brass is too fusible. Enamcls are produced in great variety,
but all ave of a vitreous nature, although cither opaque or
transparent. White opaque enamel, we have seen, is used
for painting ox, but enamels of various colours are used, so fo
spealk, for painting with.  Of the latter, which is a species of
mosaic, some deseription of one or two varieties has already
been offered in our account of ancient and Byzantine mosaies,
Then, again, the painting on or with these enamels, which are
all applied to metals in various ways, is to be distinguished
from painting on pottery, vases, majolica, poreelain, and ceramie
works generally.

Painting on ivory, to which in ordinary usage the word
“miniature” is generally, though without reason, confined,
and the species of enamel painting, the process of which
above described, ranking deservedly before other varieties of
miniature painting—broadly understood,—we shall give 3
slizht glance at these avts and their history before offering 3
few remarks upon those nearly resembling them, but genemlly

inferior.

Miniature painting has always been highly esteemed in the
best ages of avt. Minlature portraits may, in historieal interest
even challenge comparison with large oil portraits® They
are equally valuable as records of costume; and the portajbl'?
size of miniatures trequently alone secures their preservatioh

. f

* Where, for example, can two large portraits be Producefi i‘;_

greater historical interest than those two small highly-ﬂn}shed mll;ﬁ
tares by Hoibein in the Meyrick collection—the portrait of Hel

VIII., sent to Anne of Cleves, and the returned one of Anne.
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so that often they are all we have to enable us to recall the
lineaments of the jllustrious dead. Not only also is the work
historically valuable, but the artistic difculty of the reduced
scale renders it in some vespects more precious, for we all
know that a diminished resemblance of an object affords a
special pleasure and illusion. Who has not looked, for in-
stance, throagh an inverted telescope with almost childish
delight ? When, too, a miniature is painted on ivory, the
warm, delieate, semi-transpavent surfuce venders it more sus-
ceptible of a certain polished beauty than would rough canvas
with, in addition, the coarser materials of oil painting, The
minuteness of such works does not preclude the possibility of
their possessing all the qualities of high art. In proof of
which, we might adduce the small picture of “The Three
Graces,” by Raphael himself, or his sublime “ Vision of
Ezekiel” in the Pitti Palace, Fiorence, as well as remind our
readers of small pictures by Correggio and other of the
greatest masters, not to mention most of the Dutch painters.
If, indeed, smallness of size were any objectior. to a work of
art, we should not esteem some of the most exquisite vemains
of antiquity—Greek glyptics—nor modern cameos, intaglios,
and medallions.

Miniatures have, moreover, tender and romantic associa-
tions seldom atfached to larger pictures. Many a miniature
has been kissed by dying lips. These humble performances
entwine themselves with human emotions, hopes, and regrets,
perhaps more intimately than any other of the productions of
genius. The mother treasures the resemblance of her lost
son, and sheds tears over it in secret. They nestle in fuir
bosonss, or lie unconsciously near breaking hearts. Andmany
a manly breast has had no other consolation in danger or
trial, on the battle-field or in exile. What strange and secret
Passages in the lives of the high-born and eminent, the worthy
or infamous, would be disclosed conld each little portrait tell
its own tale! What extraordinary inedited materials for
blo"raphy would be furnished, or Mémoirs pour servir, be
supplied!  The mere discovery of some of them having been
worn would have involved loss of life or proseription, as, for
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example, under certain circumstances, the numerous lockets of
the Pretender and Prince Charles.

Itis amatter for some national gratulation that this charn.
ing branch of the fine arts has always been successfully prag.
tised in England; indeed, we excelled in it long before we
obtained distinction in any other, 'We had Nicolas Hill 1iard,
Isaae and Peter Oliver, when we were indebted to the
foreigners, Iolbein and Vandyke, for larger portraits.  And

altuough Petit6t and his brother-in-law, companion, and fellow-
enameller, Bovdier, were patronized by Chunldes I, they wer
quickly obliged to leve on the full of their master, and ther
loss was more than compensated by our native miuiature
painters, Samuel Cooper and Husl\ms; when, too, we were
again obliged to employ for larger works the foreigners Ly
and Kneller,  Even up tothe present time, with the exception
of our own Samuel Cooper, few miniat wre-painters of any
country can compare with old Isaac Gliver. His execution is
principally distinguished from that of our other great miria-
ture-painter, Cooper, by its patient and minute stippling;
whilst that of Cooper has more the chavacter of hatching,
the “drag” of the brush being evident.  The latter is, there-
fore, more suggestive and deseriptive.  We must vemember,
however, that Cooper lived in an age of greater facility, and
had the advantage of studying and cop\'ing the works of
Vandyke (Cooper was called “ Vandyke in little”); yet the
bolduess and freedom of Lis style Is scurcely more admirable
than the delicate fidelity and truth to nature which distin-
guish the Lest pictures of’ Isaac Oliver, and which give them
together with their rarity, so great a value among collectors.
s son, Peter Oliver, approaches very near his fatler inmere
finish.  The works of these arlists may be studied to grest
advantage in the fine collections of the Dukes of Portland and
Bueeleugh.

Frora the time of Hoskins and Cooper, near which time
also 110\11‘1.\129(1 /;;mi;c, the cnzunulqzmute1, }l;ztm;m, (jibson
“the dwarf,” and otlier inferior artists, minfature-painiing
continued to be cultivated, though not with so much success:
down to the time of Cosway; and although Lis beautiful
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works are now considered wrong in method, and we have had
within the present century quite a new style—we may almost
call it a new school; still we asserted our superiority in this
branch of art at the Exposition des Beaux Avts at Paris—a
fact admitted even by French critics. r. Waagen, who
states that he has been “engaged for many years in com-
piling the materials for a history of miniature painting of
variows periods and countries,” says, that “in no departwment
have the English artists attained se high a state of per-
fection as in this.”

The oldest miniatures have generally a brilliant ultra-
marine background, and gold is used in yepresenting itself,
as in other contemporary paintings, and also in modern Indian
and Persian minfatares. Miniatures have, however, generally
had a style of their own, not usually resembling closely that
of other works of the same period.  In rvespect to the practice
of our own time, whatever may be thought of its legitimacy,
itmust be confussed that qualities of richness, foree, and depth
are attained which were formesly looked for only in the oil
pictures of Titian, Vandyke, and other such masters. Greater
structural knowledge is also now displayed. which is probably
due to the fuet that most of the best miniature-painters of this
century have pald move attention to drawing in large than
the earlier artists. For, as Haydon says,* When a man who
draws in large comes to paint in little, he compresses his
knowledge; but a man who draws in litile, when he paints in
large, but exlarges his ignorance.”

The French have had several excellent miniature and
ename) painfers since Petitot (whom Louis XIV. welcomed
from England and loaded with honours), more particularly
during the time of the Empire—of whom may be mentioned
Lsabey, Augustin, Guerin, and Saint.*

* From it being just possible that thie reader may recognise the last
Ve or six paragraphs, it were better, perhaps, to acknowledge tha

‘ig@}' are adapted from a contribution by one of ourselves to a London
Urnal,

e msor:
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4. ON COLOURED PHOTOGRATPHIC PORTRAITS.

A FEW words on coloured photographic “ miniatures,” as they
are called, may here be not unacceptable. The extensie
patronage given by the public to coloured photography, is suff.
ciently proved by the number of establishments for its supply
in all our thorouchfares. In the occupation thus afforde,
a number of artists are necessarily engaged, indeed the arest
body of crdinary miniature painters have heen gradualiy ab-
sorbed. As far as mere pecuniary remuneration is concerned,
we believe the artixts themselves have no reason to complan
at this change of employment ; but we eannot help regretting
by anticipation a consequence which will inevitably encue,
namely, that the Dond-fide art of winiature painting—that
pleasing art in which we have seen our countrymen harw
always distinguished themselves—uwill be comparatively neg-
leeted.  The practice of colowring photographs, it will be
readily understood, almost precludes real artistic advancement
in any direction. The pecaliar hue of the photograph vitiates
the eve fovr covrvectly appreciating colour without the aceus
tomed ground-work: and power of drawing is necessarily
lost from its never being called into requisition. Thus
the photographic colourist, after a time, when lett to his own
resources, must find how insidiously injurious and delusivels
the influence of his employment upon his character and pro-
gress as an independent artist,

The value of photography when kept perfectly distinet, a
an auxiliary to the artist, is, however, unquestionably great
though only beginning to be duly and correctly appreciatefi.
Our vounger artists have naturally been the first to submit toit
teaching and suggestions, and although by it they also occasion
ally allow themselves to be misled, their works indicate alre:.ldf
some few important results from its study. Evenin historieal
painting stricter regard to detail does not always attract the
attention from higher qualities according to the old-estabhs}?éd
opinion ; but, on the contrary, frequently helps the realizatio?
of the subject and incident. In landscape painting, howes®
its influence has hitherto been most conspicuous. It is 007
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quite recently that an effort has been made to unite perfect
topographical accuracy with the leading spirit of a scene,
and thus give the representation of remarkable or sacred
Jocalities historical, or so to speak, documentary value, as
well as artistic importance.  Photography has, in fact, incited
artists te make renewed efforts to solve that most difficult of
ai art-problems—the harmonious union of breadth and
finish.

Tn portrait painting, also, photography is of service, though
it should be serupulously kept separate and subordinate. Tt
is impossible that the photograph can ever supersede the
work of art, for the simple reason that the unthinking camera
cannot nsurp the artist’s highest prerogative—that of choosing
the best of the subtle and ever-varying traits of expression. Bus
though, in regard to expression, photography is far more likely
to lead astray than to direct, it can furnish the painter with
trustworthy data for the logie of his drawing and proportions,
and sunply him with memoranda of accessories which will leave
him free to concentrate his attention upon more essential
facts. In all—and there is much—that in art is compara-
tively speaking mere mechanical copying, its assistance is
invaluable, and the more it borrows of the painter’s prineiples,
the more abundant interest will it repay him. * Photogra-
phy,” as Sir David Brewster has well said, “in place of
being a rival, as was once imagined, is an auxiliary to art,
giving it new powers and new fields of operation, and receiving
from it in veturn the most valuable aid.”

We have alluded to the principal defect of photographic
portraiture—the inability to choose the most characteristic
and agreealle expression ; and this becomes painfully evident
tom the impossibility most people feel of commanding a
natural expression when posed in the photographer’s chair,
and in momentary consciousness of being caught alive inthat
mysterious camera. And, even in the drawing—that strong-
hold of photography-—thoagh the artist canunot approach its
mathematica] accuracy, still, if he has secured the general
Tesemblance, ke, with his playful pencil, sets our imaginations
Wore pleasantly al work, and we follow his lines with a
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pleasure the other cannot afford : and although we detect they
here a little within, and there a little beyond, the exact truth,
still the eye, with wonderful and unconscious facility, supplies
the happy medial line, and at the same time receives an in.
pression of motion, vivacity, and life which nothing else
affords.®  This power In the eye no doubt explains why the
most imperfect of pictures—a mere slight sketch—will some.
times convey a more striking impression to the mind tha
even the most perfect photograph.  “ Untouched” photogn
phic portraits are, nevertheless, invaluable to relative or friend;
because they supply a plan, chart, or map of the face almot
as correct as houest; and upon this groundwork of fag
memory may supply what a stranger would not suspect could
exist. We have just said advisedly “ almost correct,” because
the different focal distances of objects and the convexityd
the lenses prevent absolute truth of forms.

We need scarcely allude to other defects equally insepe-
rable from photography. Wlere we sec the art comparativey
successful in portraiture, it wust assuredly be admirted that
the photograplier is entitled to great praise; for certainly no
object presents him with so many difficulties as the few square
inches of the human face—most especially if that fuce is young
and beautiful. For example: from the biue rays which enfer
into the composition of light possessing so little photographic
power the deep blue eye comes out eolourless as skimmel
milk, and for the same reason the delicate bloom of youtbfd
epidermis, and the atmospherie tints which solten the lines of
age are absent. The yellow rays, on the coutrary, are greatly

* This phenomenon—for it is no less—is no doubt due, like the
marvels of the sicreoscope, to the beautiful ordering of our binocular
vision: although the effect is totally dissimilar, for in the stertquUW
all is jreternatural stillness. Apropos of the stereoscope, there 3 ‘;W
may reirark, a growing tendency to exaggerate the eflect of relid
in sterecscopic pietures, for the purpose palpably of exelting Vulga‘:
wonder : we have scen an arm and a leg apparently project forwall ’
several vards. This is, of course,the cffect of placing the two came®
much farther apart than the distance which separates our tw0 E,VGSO:
thus altogethier falsifying nature. In =ome Looks on practieal 1»11010r
graphy there are directions for placing the cameras at so many feet
yards apart for distant objects !
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intensified, so that “freckles ” appear to be eruel traces of
small-pox; hair looks dyed if golden or red; and worse,
exactly in proportion as it is move carefully combed and
greased. But this latter defect arises from the great activity
of all shining lights, which make their size in the photograph
mueh bevond their extent in nature. And to this, moreover,
is due the exaggeration of the spectrum, or point of reflected
light in the eve, which frequently gives a vacaut stare ; while
the blanched lifelessness of the lips results from their greater
smoothness of texture and nearer approach to a slrmnw or
polished surface,  Seeing, then,with all its merit and marvel,
that the photograph before the application of colour has cer-
tain inevitable defects, we have next to consider the advan-
tages, if any, of the colouring process.

In the first place, it must be premised, and we think it will
be readily conceded, that at least the broad characteristics of
the photograph have to be preserved.  But, further than this,
we may venture to assert that, whether desirable or not,
many likewise of the peculiarities of the photograph cannot
be obliterated or evaded ; except indeed by the most uncon-
scionable and altogether unjustifiable application of opaque
eolour. The coloured photograph, therefore, cannot legiti-
mately possess the distinguishing qualities of a work of art;
it cannot exhibit lar gely the mind, the poetical sufmestl\'e-
ness conveyed by artistic selection and adaptation of form and
expression, or even some of the wore delicate beauties of
clour. By this last remark, we mean that the coloured
Photograph ean possess scarcely any of the charming trans-
parency in the flesh which we so much admire in the miniature
on ivory. This arises from the necessity of using body-
colour, in or der, by its opacity to  kill"—using the pamtel
Phrase, or Hus 'y, to sugeest another metaphorical expression—
the unpleasant hue of the photograph. Transparent colours,
if used in quantity suflicient to effect this interment, would
msenkxblj lead to what Mr. Ruskin would call “saddened eolour
“ad sorrowful heaviness of tone;” and it is found that on the
Prepared paper a “ forcible” effect involves less labour and is
1ore showy and generally taking than a quieter, though richer
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effect, albeit possessing the additional merit of preserving
more faithlully the original photograph.

As for the so-called photographic miniatures on ivory, the
disadvantageous effect upon the colour of the photograph show.
ing tlnouwh must in the very nature of things be visible, if
indeed the photomaph be used at all. But in no instance that
we have seen is the solt true delicate milkiness of the i Ivory
preserved, if the photographic image has actually been fixed oo
its surface or sunk into its texture; for the solution (or what
ever it may be or is called) which renders the ivory photogra.
phically sensitive, converts it at the sume timeinto semething
resembling horn, and totally ineliyible for the artist’s S opera
tions.  If, however, the ivory is reduced sufficiently thin
for the purpose, and is only wsed as a medium to transmit
the photographic representation, the former objeetion of
course recurs. DBut, thongh we have not seen a colowed
photograph “ on” ivory, we Aave seen passed off as sucha
mere coloured copy on ivory taken Irom a photograph. Weds
not wish to make tvidious remarks, but the public cannotbe
expected to detect misrepresentations which require a know-
ledge of many minute petty technicalities to expose.

Nevertheless, we freely admit that it is far more desirable
to have a good photograph than a bad picture; but we have
had, and still have in view, a work of genius in our com
parison. There is, then, this further piimd ficie objection to
a coloured photograph, that it is a nondescript production—
neither picture nor photograph—having neither the higher
beauty of art nor the approximate truth of science; aud
therefore, s a matter of individual taste, many persons infi
nitely prefer, to its generally dauby meretriciousness, the pho-
tograph pui et stinple.

But this consideration is, aflter all, somewhat beside the
real question, Some few coloured photographs are, in pomt of
fact, undoubtedly effective, pleasing, and truthful : but in this
case the art element preponderates, and an artist of very to%
siderable ability must have been employed to render thed
so attractive, Whether the chemical nature of the phutu@rn\Pn
as a substratum will have any effect in hastening the decay o




COLOURED PHOTOGRAPHIC PORTRAITS. 119

what gives it so much additional value, we are not prepared
to say; and until we are more assured of the permanence of
the photograph itself, it does not much signify.

But, in regard to the statement fnvolved in what we have said
above, ““ that the approximate truth of the photograph is sacri-
ficed in the colouring process,” we can confidently assert that
the moment a photograph 1s tonched with colour, it at once
loses its fine scale of light and shade; and, however careful
the artist may be, he will insensibly eflace some of the ex-
actitude of the forms and detail.  Generally, in fact, the
artist works upoun a very faint positive “ impression” (to use
the engraver’s term), and entirely covers it with body colour,
or equally opaque eoloured crayons, with the express infention
of concealing the tone of the photograph, using as a guide
another and darker ¢ positive.”  Here, then, it becomes appa-
rent (if’ we are to admit the compromise at all) how necessary
it is that only competent and esperienced artists should be
employed, in order that the product of the camera should not
be altogether falsified, but, on the contrary, receive all the
compensating advantages it may derive for the loss of much
of its own proper merit, by being passed through the nobler
alembic of the artist’s brain. This is recognised in some
respectable photographic establishments ; but, as ability of any
kind commands its price in the market, so, for the better de-
seription of coloured photographs, a high price is necessarily
demanded—a price, indeed, little short of that which was for-
merly paid for an average miniature—say from five to twenty
guineas for a head, and thirty, forty, or fifty, for a full-length.
From this very circumstance, however, there is much tempta-
tion to practise deception, which the publie should be warned
against, We strongly suspect that many photographers who
ask a low price for the additional colouring, employ a far
superior artist to colour their “show pictures” than they
would engage for their actual commissions. Photographs
are, however, simply “tinted;” and this rapid process need
1ot greatly enhance the price.
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5. THE EARLIER KINDS OF ART-ENAMELS AXD ENANMEL
PAINTING.

Bori the application and composition of enamels* are eg.
tremely diverse. But, in speaking of * enamels,” we commonly
understand the word as restricted to vitreous substances,
either transparent or opaque, and white or variously coloured
with metallic oxides, applied to a metallie vecipient, aud fused
and fixed in a farnace. Painting on pottery, although clain.
ing to be considered a variety of enamel painting, will be
treated separately.  We have already described, on aceount
of its connexion with miniature portrait painting, the most
perfect form of enamel painting—a form which it only
assumed after passing through several gradations of inferiority;
we may, therefore, now glance at the consecutive stages of
development seriatim. And although the earlier varieties
have, as already stated, a greater affinity with mosaic, their
classification here will be more convenient, because the
modern method of enamel painting las been derived step
by step from the more mechanical operations of the mee
enameller,

Enamels, then, have been applied to metals in three dif-

* A, de Laborde, in his XNotice des Emaur du Lourre, makes the
following observations upon the derivation of the word enamel, basing
them upon the assumption that the art of enamelling on metal was
not known to any ancient nation hefore the Romans, as he maintaing,
borrowed it from the Gauls: * L'étvmologie du mot ¢mail a ¢été cher
chée dans Vexpression hébraique « (liachmal), employée pour 13
premitre fois par le prophete Ezeckiel [eh. i v. 47, que Bochart et
drauntres ont traduit par émail, que le savant Gesenius inferprete par
du bronze poli. En réalitd, on ne sait pas la signitication de ce terme;
les Septantel'avalent traduit par fhexrpor, et saint Jérdme par elcclrum,
autre expression sur laquelle on a également beaucoup varié. La
science philologique moderne a cherehd, et elle ne pouvait manquer dé
trouver une ¢rymologie dans les langues Indo-Germaniques. Le !110/t
schmelzen, qui est Allemand, son dérivé Anglo-Saxon smatfan, sont pres
sentdés comme la source & laquelle ont puisé les Grees et les Romains
Je ne remonterai pas plus haut qu'a la langue de ce deruier peuple, Qut
seul, avant reen le procédé des Gaulois, peut avoir en le mot powr
Texprimer; et je pense que du maltha de Pline (xxxvi. 24) on g faity
dans la basse Latinité, madtloum, exmalthum, smalthum, et de Ih.smal'w:
en usage des le INesiecle pour désigner bien positivement Temail ;

nous el avons fait notre mot esmail, esmaillerie, esmailleur.”
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ferent ways, corresponding to three distinet periocds; and
they are thus distinguished, as forming three separate classes.
1. Incrusted; 2. Translueid wpon relief; 3. Painted. In
the first kind, the colours are divided from each other by thin
lines of gold, the pattern or object vepresented being defined
and mapped out into so many cells, by means of slender walls
or partitions of gold filigree, hefore the celouring matter is
inserted and fired.  The appearance, therefore, 1s that of a
kind of mosaic
of golld.  Sometimes, however, the ground only is coloured.
These enamels all partake of the Byzan{ine style, and this,
together with the rude, cumbrous process, combine to give

cach colour being enclosed in a case or setting

almost mumitigated ugliness to the representations attempted.
Ta the second kind, the desizn is delicately chiselled inrelief
upor: the mietal, the surluce of which 1s then covered with
translueid enamels.  In the third, or most artistic kind, the
use of the metal corresponds to that of the canvas or wood in
oil painting.  Vitrifiuble colours are laid on with a brush,
either on the surface of the metal, or more genervally upon a
layer of enamel with which the metal has been previously
coated, s0 as to produce at once the design and the colouring.

The first kind, or “incrusted enamels,” is subdivided into
two elasses, and bear names given them by French antiquaries,
viz., the eloisonné (partitioned), or, & cloisous mobiles (with
moveable partitions), and the clamplevé (cut or carved-out
ground). We shall confine ourselves, in the first place, to
the cloisonné enamels. In these the metal is first cut into
the requisite shape, and provided with a little rim for the
purpose of retaining the enamel. Thin strips, or fillets of
the metal of the same width (or, we may say depth, supposing
them measured vertically, as placed to receive the enamel),
were then bent and tashioned in such a manner as to form
the outline of the pattern or representation, and frequently
even the most minute portions of the figure. These stips
were next joined and fixed in an upright position upon the
plate, thus forming a continuous metal outline. Each little
bed or purtition was then filled up with various enamels, re-
duced to a fine powder and 1mnoistened into a paste, and the
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piece finally underwent the firing process in a furnace. Some-
times the metal formed the ground out of which the space for
the figure was scooped, the figure being then executed in the
manner described. The colours used by the enameller were
very rich: white, black, and apis-lazuli (ultvamarine) blve are
always opaque ; the othier colours are sometimes opaque, some-
times semi-translucent. These enamels were also occd»ionally
executed on copper.  These clolsoiné enamels ave commonly
of smuall size, and were chiefly used for ornamenting shrines,
vases, crowns, and other objects; and when so employed they
were fixed in a projecting setting, like precious stones. Fron
having been exccuted wpon a growndwork of gold, few Lave
escaped thie crucible of the goldsmith, and they ave, therefore,
very rare,

The crown of Charlemagne, preserved at Vienna, is orna-
mented with enamels of this description, representing Solomon,
David, King Hezekiah, Isaiah, and Christ. The workmaa-
ship 1s Greek; but, though retouched, it is believed the
enamels must belong to this early period.  The lavgest and
finest known works of this process are, however, the
famous Pala d’Oro at Veulee (see p. O%), and parts of the
shrine of the Three Kings at Cologue. The most curious
specimen in England is the Alfred jewel in the Ashmolean
Duseum ; and this is still more remarkable if, as is supposed,
it was wrought by a Buitish artist in the Byzantine manner.
A pectoral cross in the possession of Mr. Beresford Hope
also deserves mention. Sometimes the enamels were executed
without a metal ground; that is to say, the colours were set
clear in the metal net-work, like transpavent precious stones,
without foils.  The clvisviié method is decidedly Byzantine
and the Greek artists appear to have derived the process
from the Oriental nations, who practised the art in 1'emf>te
antiquity. If the classical nations were acquainted with
enamelling, the methods were entirely lost in Italy and
Greece. These cloisoinné enamels came to be In very genel‘éﬂ
use in the tweltth eentury; but in the fourteenth they wer
superseded by translucid enamels upon relief.
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The second kind of incrusted enamels, it has been said, are
called champlevéF—cut or cerved-out ground. In these, as
in the last, a slender line of metal describes on the suriace of
the enamel the principal ontlines of the design. But, instead
of applying thin fillets of gold, the cells or cavities were
seooped out of the substance of the groundwork, and thin walls
of the metal lett to form the outline and coutain the vitre-
ous matters. The flesh, and even the whole figure, were,
however, not unitrequently represented by the metal, the out-
lines and the portions in shade being very finely engraved,
or chiselled in Das-relief.
copper, the cheapness of the material adwmitting the use of
plates of lurger size.  The champleré enamels are genervally
complete works of art inthemselves ; unlike the former, which
were usually attached as ornaments to pieces of jewellery and
plate. The vitreous matter was commonly employed in the
thirteenth and fourteenth centuries to colour nothing but the
ground, and thus form a border round the figures in gilded
metal.  The pructice of representing the flesh tints by
enamels approaching the natural colour, and of using colours
in the draperies, Is peculiar to the eleventh and twellth cen-
taries.  But when the figures were very minute the enamellers
of this period expressed the carnations by lines incised on the
gilded metal, and the draperies arve then coloured by enamel;
but if the whole of the little figures are engraved on a metal
plate, the incisares ave always filled with enamel.

The champleré enamels were extensively applied from the
eleventh to the fourteenth centuries to a variety of copper
utensils for secular life, such as coffers, candlesticks, arms,
rings, und jewels; but more especially to objects used for
ecclesiastical purposes, such as crosses, sacramental vessels,
pastoral staves, and book covers.  The shrines which enclosed
the reputed bones of saints and martyrs were in particular
enriched with this beantitul incrustation, and even monu-
ments of & larger size, such as tombs and altars. It 1s not

The metal was ahnost always

* M. de Laborde terms these enamels ““ émaux en taille d’epargne.”
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surprising, therefore, that specimens of this manufacture are,
comparatively speaking, common in public and private cl.
lections.

ML Labarte states, in his valuable article on enamels * that
these enamels are always distinguizhable {rom those inersted
by the cloisonné process, although the earlier champleé
enamels could not es

-ape the prevailing Byzantine taste,
The French archeaclogist andothers claim for the edompler
process a strictly Western origin at a period when the art of
enaetling did not exizt in Traly and Greece, and long before,
as he asserts, the Byzantines borrowed the ¢/oisoiné method
from the Orientals.  There is in the Treatise upon Diages
by Philostratns, a Greek by Livth, but who afterwards esta-
blished himsell at Ronte, an allusion to enamelling as an art
known only to “ the barbarians living near the ovcean, who
pony colonrs on heated brass g0 that these adkere and become
like stone, and preserve the design represented.”  Specimens
of enamelt have actually been found of the Gallo-Roman
period, which agree perfectly with the narrative of this writer
as regards the materials of their composition, and the locali-
ties in which they have been discovered. It may then,
AL Labarte infers, be considered as established that the art
was unknown in Italy and Greece at the beginning of the
third ecentury of the Christian era, but that it was practised
at this period in the industrial cities of Western Gaul
Limoges was a Rewan colony, and it may be presumedto
have been one of these cities,

Be this as it way, the enamellers of the school which began
to flourish at Limoges in the eleventh century, though pre-
serving their owniethod of fiiication, owed much, at least,
of their stvle to the estublishment of a Venetian colony of
merchants, who made Limoges a kind of depdt for the supply
of central France with the articles they imported at Mar
seilles, and at the same time introduced some of the Greek

¥ Translated in the Jlustratcd Handbook of the Arts of the Afiddle
Ayes. )

t For instance, the picces in the Bibliothéque Tmypériale at Paris, 1he
one in the Muscum at Poiticrs, and the vase found in Essex.
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artists who had been received with favour at Venice from the
Teonoclastic persecution.  This explains how the earliest
Limousin enamels may be easily mistaken for Byzantine.
From the twellth century the Limousin enamellers acquired
great celebrity ; and till the end of the fourteenth, Limoges
continued to be the head-quarters of the art; and the compa-
rative cheapness and durability of the process caused a regular
demand for Limoges work, not only In France but throughout
Europe. The Limousin artists during the thirteenth century
were sumetimes sent for at great expense from various parts
of France: and their own enterprise probably carried them
to more distant regions. To this is perhaps ascribable the
eslablishment in some town on the Rhine of what has been
claimed as a distinet school of enamelling on copper by the
champlevd process. The productions of this school eannot,
however, he distinguished by ordinary observers from the
manufactures of Limoges, except where the character of the
design is clearly German.

But this rude, mechanical, and mosaie-like method of in-
crustation could not satisfy a more artistic age, and accord-
ngly 2 new style of enamelling was introduced into Italy
towards the close of the thirteenth century. Tlis, the second
of the methods of applying the enamel to metal we have
enumerated, is that of © translucid enamels upon relief.” In
this process the metal surface itself was engraved, or chased,
into bas-velief, and then a translucent coating of coloured
enamels fased over the whole, through which the design below
was visible, The higher skill of the goldsmith’s art at its
most glorious period, being here brought into operation, such
works became the vehicle of the most beautiful designs of the
most accomplished artists. Nevertheless, there are finc spe-
cimens of Italian metal work and enamelling which nearly
resemble mechanically one description of champlerd enamels.
These consist in figures or ornaments engraved upon silver,
and executed in niello work, with a ground of opaque blue
enamel.  Many examples might be mentioned, but those of
the celebrated silver altar at Pistoia and that of the Baptistery
of 3t. John at Florence will suffice. The enamels upon these
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altars present, at first sight—setting aside the metal employed
and the style of the figures—a great analogy with the later
Limousin enamels, in which the figures are expressed by g
fire engraving upon metal, and the background alone e;m-
melled.  But, upon close examination, it is found that in the
enamelled portions the metal was not scooped out deeply a
in the ehamplerd enamels; the space is only very slightly
depressed, and the eramels have been laid on according to
the process adoptad for translucid enamels,

In the early part of the fourteenth century this style of
translucid enamelling was brought to great perfection, and
one of its greatest masters, Benvenuto Cellini, has left, in his
Trattato sopra T Orificeria, a minute description of the
improved methods.  Antonio Pollajuolo greatly distinguished
himself in his chasings covered with enamel. “ The most
delicate peneil,” says Vasari, © could not have finished them
more exquisitely.” But Francesco Francia, as famous a gold-
smith as a painter, surpassed all his contemporaries in his
enameliing on silver.  Niccolo Pisano himself has the credit
of the first discovery of this wethod. The new style was
not practised long before it was imported from Ttaly into
France, and there the enamels of this kind received the name
of émaux de basse taille. The well-known pastoral staff of
William of Wykeham, and the famous cup from King’s Lynn,
are ornamented with enamels of this deseription.

The artists of Limozes, finding the Ttalian process had, &
the close of the fourteenth century, superseded all others in
public estimation, were compelled to seek a still further im-
proved method. In this they succeeded by the invention of
the thivd kind, or true “painted enamels,” which differed
essentially from all hitherto described. The gold and copper
outlines were dispensed with altogether ; as also the use of the
araver to express the design—this was now executed with the
Lrush, so that great freedom was attained, and an unlimited
variety of treatment rendered possible. The metal was either
entirely concealed under a coat of enamel, or, if left uncovered;
it served as a subjectile to the opaque painting in the same ¥af
as wood, canvas, vellum, or ivory. “It was probably the modi-
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fications introduced inthe fourteenth century in the art of paint-
ing upon class, which suggested this new style of enamelling.
Mosaic grounds of coloured glass were at this time almost
entively discontinued, and artists had begun to paint super-
ficially upon glass with enamel colours. From that time it
became evident that what was done upon gluss might also be
done upon copper, with the dilference only of giving, either
naturally or artificially, complete opaqueness to the colours.”*

The claim of Limoges to this invention has been disputed,

2
but wpon very insufficient grounds.  Lucca della Robbia, it is

true, produced a kind of enamelling; but he was a sculptor
belonging to the fifteenth century, and his works are only
reliefs in clay enamelled in white or colours; there is in them
o painting properly so called. Painting on majolica in Italy
also commenced some considerable time after the Limoges
artists had produced their first painted enamels. We cannot
o better than quote the concise description given by the
French antiguary, M. Labarte, of the various processes suc-
cessively adopted in an art peculiarly French, and which con-

tributed so much to mark the Renaissance +

“The first attempts at this new kind of painting were, of
necessity, very imperfect . . . . The Abbé Texier has an
enamel representing 8t. Christopher, which he considers one
of the earliest specimens of the art.  The enamel colours are
applied upon the metal in layers sufficiently thick to admit of
the movement of the drapery which covers the shoulders of
the saint, and the agitation of the waves which bathe his
legs being expressed by inequalities of the enamel puste,
which is of a uniform colour. The drawing of these first
attempts is always very defective, and the enamel colours ave
applied immediately to the metal itself.

“Towards the middle of the fificenth century painting in
enamel had made great progress, and, with the specimens now

* HNlustrated Handbook, &e. p. 159.

1 The dawn of the revival of painting, we have scen, commenced
Wlﬂ{ the thirteenth century ; but the Renaissance (or new birth) dates
barticularly from the fifteenth century, when the study of the remains
of ancient sculpture infused a new life into art.
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before us,* we are enabled to explain the processes employed
in making them. On an wnpolished plate of copper the
enamcller traced with a style the outline of the figure or syj.
Ject to be reprexented.  The plate was then overlaid with 5
thin translucid flux ; after which the enameller began to apply
Lis colours. The outlines of the drawing traced by the style
were first covered over with a dark-coloured enamel, which
was to give the ontiine upon the surlace of the picture; the
draperies, the sky, the backgrounds, and accessories were
then represented by enamel colours In tolerably thick layers,
filling up the spaces intervening between the dark-coloured
outline, which, as it were, peviormed the same office as the
lines of metal in the process of incrusted enamels. There
was, therefore, a total absence of shadow in this painting,in
which the first design was expressed by thickness of colours.
The space for the flesh tints was filled with a black or deep
viciet enamel; they were then rendered upon this ground by
white enamel, applied n layers more or less thin, in order to
preserve the shudows, and thereby indicate, very lightly in
relief, the principal bony and muscular parts of the face and
body ; consequently in this process all the carnations have a
bistre or vielet hue, by which they may be easily recognised.

“Tu order to produce effect in the rest of the painting in
which the shadows were entirely wanting, the Hglt pats of

the hair, dvaperies, and background were most {requently
indicated by touches of gold. The hmitations of precious
stones applied upon the mantles of the saints and upon the dra-
pevies ave peculiar to this description of enamels, which are
generally painted upon flat pieces of copper rather thicks
and coated with a thick enamel at the back, presepting 3
vitreous appearance.

“Tn the begiuning of the sisteenth century, when the arts of
design were making such rapid progress, so imperfect a pro-
cess as the first attemypts fn enawel painting could not long be

. . N QAL
* Alluding to these in the well-known Debruge-Labarte collection
for which M. Lalurte wrote his adwmirable descriptive catalogue, a0
of whicli he was co-inheritor.
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sustained in practice. Accordingly, about this period, we
find a great change in the processes employed by enamel
painters. Before beginning their painting they covered the
plate of copper with a thickish layer of enamel, either black
or of a deep colour. Upon the ground thus prepared, they
executed the drawing by means of different processes with
white opague enamel in such a manner as to produce a gr-
saille¥ of which the shadows were obtained, either by laying
on this white enamel less thickly in some parts than in others,
or by scraping it away to let the background reappear; which
latter operation was to be performed before the firing of the
piece. A few heightenings of white and gold were added to
inerease the effect. The carnations continued as before, to be
lightly laid on in relief, but were almost always expressed by
a flesh-coloured enamel.

“If the piece, instead of remaining in grisaille, was to be
eoloured, the different colours of a semi-transparent enamel
were spread over the grisaille. In the coloured enamels of
this class the sky and some portions of the ground were often
represented by thick layers of colour. The piece was of
course placed several times in the furnace during these opera-
tions, which could only be done in succession. Thus, by
adding an enamel ground to the plate of copper, before begin-
ning the painting, the colours were rendered capable of being
worked with freedom and at different times, and became sus-
ceptible of every kind of combination and of every gradation
of tint resulting from this fusion. The drawing and painting
were also rendered more perfect from the facility of re-touching.
The Limousin enamellers possessed a great many other pro-
tesses and resources.” One of these in particular they fre-
quently made use of. “In different parts of the draperies
and accessories,t a leaf of gold or silver, called paillon or
elinguant, was fixed upon the enamel ground ; upon this thin
leaf of metal the shadows were painted ; it was then covered

* Grisaille, o camaien—painting in grey ; resulting in a chiaroscuro
OF monochrome picture.

¥ Adecessories are those objects in a picture, auxiliary or “ accessorial,”
t0 the general effect, but apart from the prineipal subject or figure,

K
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with a coloured translucid enamel ; the lustre of the ety
gave a brilliant effect, which the artist knew how to tum ty
advantage.

“The talents of the enamel painters of the sixteenth e,
tury were exercised on a vast number of objects, and preser
a great vaviety. Until towards the end of the first third of
this century painting in enamel was employed almost exely.
sively for the representation of sacred subjects, of which the
German schools supplied the models; but the arrival of the
Ttalian artists at the court of Francis I., and the publicatin
of engravings of the works of Raphael and other great Italim
masters, gave a new direction to the school of Limoges, which
adopted the style of the Italian Renaissance.  Curtoons
for the Limousin enamellers were painted by Rosso and
Primaticcio; a circumstance which has given rise to the
idea that they theinselves painted in enamel. The delightf
productions of the engravers, to whom have been given the
name of “* Petits maitres,” furnished also excellent subjects for
the artists in enamel. Dating from about the middle of the
sixteenth century, the enamellers no longer confined them-
selves to the production of small pictures; they created a new
style of metal-work. Basins, ewers, cups, plates, vases, and
utensils of every kind, formed of thin sheets of copper, and
most elegant in design, were overlaid with their rich and
brilliant paintings.”

The names of numerous Limousin enamellers have been
preserved; of whom may be mentioned Léonard Limousin
(the latter name conferred upon him by Francis I to ds

. tinguish him from Lecnardo da Vinei); Pierre Raymond;
four artists of the name of Pénicaud; numerous painters of
the Cowrteys family; Jean Limousin; Pierre Noalher; and
Noél Laudin.

The last great improvement was the discovery by Jea
Toutin of the present mode of painting, already described i
the notice of miniature, and in which a set of vitrifiable
and opaque colours were laid upon a white enamel groml‘d;
gold being employed to receive the enamel on account of 18
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bearing a higher temperature. Toutin was not exactly the
inventor of this new method, for Leonard attempted several
times to paint with enamel colours on a white ground; but
the coloured enamels employed were not adapted for the pur-
pose. In the execution of the new enamel paintings, Toutin
was assisted by Isaac Gribelin, a celebrated crayon painter.
But these were far surpassed by the famons artists Petitdt
and Bordier, of whom we have already spoken.

The subject of enamels derives more than usual interest from
the prestige of the remarkable exhibition of the works of the
Limousiu artists of all periods, which took place in 1838 at
Limoges itseif.

6. PATNTING ON POTTERY AND PORCELAIN.

PaixtiNG on pottery usually bears something of the same
relation to the more delicate epamel painting that water-
colour bears to miniature painting. In our account of Greek
painting some few notices of antique vase painting have already
been given. Mr. Birch, in his learned History of Ancient
Pottery, tells us that there were competitive exhibitions,
among other works of art, of clay figures also, and that the
method of colonring them was extensively practised by artists
who were solely employed in painting statues, bas-reliefs, and
other architectural aceessorics. The famous sculptors Phidias,
Polycletus, and Myron did not disdain to furnish designs of
vases for the potters of their time; from which it may reason-
ably be inferved that some of the painters of the figures on these
vases also ranked high as artists, Inalmost every age pottery
hasbeen a favowite vehicle for the display of art. Yet the art
of decorative pottery, which is alone that with which we are
concerned, was entirely lost in Europe during the Middle
Ages. The process of the lustrous glazing of the Roman pot-
tery appears to have been lost about the third century of our
ra.  The first reappearance of the art was in Spain, whither
the Moorish invaders had carried with them the manufacture
of the enamelled tiles with which the mosques of Persia,
Arabia, and the African sea-board were adorned. This kind
K2
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of tileis of a pale clay coated over with an opaque whit
enamel,¥ upon which are traced elaborate patterns in varipgs
colours, chiefly blue and brown, and sometimes iridescent, gr
resembling mother-of-pearl.  But this Moorish pottery of
Spain was by no means confined to tiles, for jars and vases of
great beauty are known to exist. It appears, however, frop
a passage 1n the 16th chapter of the second book of the
treatise by Theophilus (see p. 64), that in his time the By.
zantine Greeks possessed a method of decorating pottery both
with colours fixed by the action of five (which can be no other
than vitrifiable colours—true enamels),and with gold and silver
leaf. Damascus was the great seat of this as well as other
manufactures. Nevertheless, to the celebrated Ttalian majo-
lica, universal tradition has assigned a Moorish origin. This
much is certain, that an opaque stanniferous enamel was
known to the Arabs of Spain, at least from the end of the
thirteenth century ; and consequently more than one hundred
years before Lucca della Robbia produced in Italy his
enamelled earthenware bas-reliefs.

The first introduction of the Moorish pottery into Italyis

* A French writer on ceramics (M. Brogniart) remarks that travel-
lers and archaologists have often applied the word enamel to the
different kinds of glazing with which pottery is covered, and have
thereby created a confuzion to which it is important to put an end.
He shows the essential difference existing between varnish (vernis),
enamel, and glaze (converte), which, with names seemingly synonymous,
offer in reality very different qualities, and are applied to kinds of pot-
tery very different in their nature, their manufacture, the manner it
which they are baked, and their character. He calls varnish every
vitrifiable, transparent, and plumbiferous (prepared from lead) coating
(enduit), which melts at a low temperature, generally below to the
baking of the paste; enamel, an opaque vitrifiable coating, generally
stanniferous (prepared from tin)—it is this which covers earthenwaré
properly so-called;—and glaze, a vitrifiable earthy substance, melting
at a high temperature equal to that of the baking of the paste. Such
is the glazing upon porcelain and several stonewares.

However desirable it may be to carry out this classification, We
scarcely know sufficient of ancient pottery to admit of applying it
and in respect to the word “ enamel,” custom has assigned the name fo
the vitrifiable colours used for painting on glass, as well as t0 those
used by the Limousin enamellers, to the ‘translucent enamels, 428
even to the vitreous matters used in mosaics ; yet these vitreous colours
are no always opaque, and may not contain tin,
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attributed to the following circumstance: The Republic of
Pisa, after a long siege, conquered in 1115 Nazaredeck, the
Mussulman corsair of Majorca: and among the spoils carried
back to Italy were numerous plates or bacini of the painted
Moorish pottery. Many of these trophies may still be seen
mernsted in the walls and towers of the Pisan churches, and,
indeed, in other parts of Italy. It was traditionally believed
in Italy that the process of manufacture was imported from
the same place; and being adopted by the Italian potters,
was named majolica, after Majorca, the island, whence the
original specimens were obtained.

Majolica, heretofore more commonly known in this country
as “ Raphzel ware,” or « Faenza ware,” has always been held
in some estimation from the universal belief that Raphael
himself had, in the outset of his career, condescended to paint
plates and dishes. During the last few years, althongh
stripped of the interest conferred upon it by this reputed asso-
clation, it has met with far more intelligent appreciation,
more particularly since the exhibition of the Sculages collec-
tion. Majolica is now recognised as a most important de-
velopment of industrial and decorative art, quite as excellent
in its degree as the great works of painting and sculptare of
the age in which it arrived at perfection, and worthy of imita-
tion by the art-manufacturers of the present day.

In tracing the history of this important de<cripﬁon of
pottery, we find Pesaro was the first place in Italy to improve
upon the Hispano-Arabic process. Here a method was prac-
tised as early as 1300 of imparting an iridescent metallic
glaze to an opaque white enamelling.  More than a century
after this Lucca della Robbia discovered his stanniferous
enamel for application on ferra-cotta. After 1450, the Lords
of Pesaro gave great encouragement to the manufacture of
earthenware. The productions of this period, which reached
considerable perfection, are called mezza majolica. There
are comparatively few specimens ; but the drawing in them
is tolerably pure, though hard and dry. The outlines of the
figures are black or blue, the white ground is left for the
flesh, and the dia aperies are coloured. But the greatest pecu-
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liarity is the iridescent metallic lustre, and especially a bem.
tiful ruby-red colour employed in the draperies and decors.
tions. This colour was subsequently in use at Gubbio in
1518; but the secret of its preparation was completely o
about thirty years afterwards. Aun irvidescent yellow alg
occurs, which has all the appearance of gold.

About the middle of the fifteenth century the practice of
artistic pottery had extended to Faenza—whence is derivel
the name of fuyence, a name which has been improperly given
to all the enamelled earthenware of Ttaly. The manufic
turers of Faenza and Florence were the first to cover their
pottery with a white enamel glaze. Towards the end of the
century the manufacturers of a number of towns in central
Ttaly—of Urbino, Gubbio, Castel-Durante and Pesara—had
adopted the improvement. This process constitutes true
majolic, the majolica-fina. The method of fabrication was
simple and rapid; the pieces receiving a vitrescent opague
coating, which entirely concealed the dirty colour of the
paste. The paintings were then executed in vitrifiable colous,
and the fusion of these completed the firing. The painters
were no longer contented with mere decorative painting of

- arms, foliage, ornaments, or, at most, single figures, but
attempted historical subjects and copied cartoons furnished
for them by painters of reputation,

From 1530 the art rapidly progressed. A very celebrated
artist of this time was named Giorgio Andreoli : he signs his
fine paintings on dishes “ M° G°” (Maestro Giorgio). His
colouring is estremely rich, and in his works we find the
golden yellow, the ruby red, and the brilliant iridescent lustre
of the early majolica. DBut Guidobaldo I1., Duke of {rbing,
was the great patron of the ceramic artists. He collected for
them a large number of original drawings by Raphael and
his pupils. Some majolica compositions seem evidently t0
have emanated from Raphael himself, though they have
neither been painted nor engraved. There ave also what we
should suppose at first sight copies of his large well-know?
works ; but, from differences in details, these paintings “}“St
have been exceuted from sketches now lost. All this might
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naturally lead to the belief that the great master himself
painted in enamel on majolica; but no pieces in which his
compositions may be traced bear a date before that of his
death.

The majolica painters copied the engravings of MMare
Antonio as well as drawings by the best masters, but they
bad also original artists of their own, and the art was carried
to perfection by Orazio Fontana. A short quarter of a
century embraced the beginning and the end of the period of
highest perfection. From 1560 the art rapidly declined,
although the processes were imitated with more or less
success in other parts of Italy. An attempt to revive the
manufucture at Pesaro, in 1763, was unsuceessful.

It is, of course, not within our province to describe the
various Linds of earthenware, the ornaments of which are
coloured veliefs, but which contain no painting strietly
speaking ; that is, painting on a flab surface with shading
colours. We must, thevefore, pass by the fine French fuyence,
50 mysterious and unique in its kind, called Henry II.
ware, and also the enamelled earthenware now so familiar to
us in the form of green dishes, bristling all over with con-
torted eels, snakes and reptiles, cray-fish and shells, and the
discovery of the fubrication of which gave such a romantic
colour to the life of Bernard Palissy. It requires, also, only
to be remarked of the stonewares of Flanders and Germany,
that some specimens have polychromatic enamels upon relief,

Nor need we recall how artificial, or soft porcelain (pdte
tendre), was first made at St. Cloud; or how Bottcher,
in Saxony, became a life-long prisoner through his under-
taking to imitate Oriental porcelain; how he at length
succeeded, through the accidental discovery of kaolin, or the
white earth, which forms the principal base of true por-
celain; or finally, how this natural or true porcelain was ab
length made at Svres. For the true understanding of
ceramic mysteries, ave there not such books as Marryat’s
History of Pottery and Porcelain, Medieval and Modern ?
Suffice it to say, that painters, as well as sculptors, were
engaged to bring the Saxon porcelain (or, as it is called,
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“ Dresden china”) to perfection, and that the still more artistie
porcelain of Sévres, especially the costly “old Stvres,” with
its beautiful blew de roi, and rose Dubarry grounds, has
been ornamented with paintings by some of the best miniature
painters of France.

7. GLASS PAINTIXNG.

SoME account of Glass painting (properly so called), which i
believed to have originated from the tenth to the twelfih
century, will be necessary, before directing our attention to
fresco and the improved oil painting of the Van Eycks in
order to give a complete view of the applications of Ppainting
in the later Middle Ages.

Stained glass must not be confounded with painted glas,
In stained glass the colouring is not superficial, but pervades
the substance of the glass, and is obtained by mixing metallie
oxides with the glass in a state of fusion. The art of joining
small pieces of stained glass together, so as to form a coloured
design or species of transparent mosaic, was, it is believed by
many, practised in classical times, Although, however, panes
of glass and window-frames have been found at Pompeil and
Rome, and although the ancients were perfectly acquainted
with the art of colouring glass, as is evident from the Port-
land and other vases, yet the fragments of ancient window-
glass hitherto discovered ave all white. DBut in the first ages
of Christianity, when the ancient basilicas were converted
into Christian temples, it is certain that the windows of these
new churches were adorned with stained glass. Nevertheless,
throughout the dark ages, it is equally eertain that windows
of any kind were far from common, even for churches. 4
window filled with slabs of a transparent kind of alabaster is
still preserved in the church of St. Miniato at Florence;
which was built in the commencement of the eleventh cen:
tury. The use of glass windows in private houses was
extremely limited during the Middle Ages. In France they
were not employed till the close of the fourteenth centurfs
and then very rarvely ; while in England they were not 2
common use till the reign of Henry the Eighth. The




- = = o

e

GLASS PATNTING. 137

ordinary substitutes were parchment and linen; and in
Prance, paper, rendered more transparent by oil or grease,
was much employed in domestic architecture, even at a late
period.

The brilliancy of the early glass mosaies would naturally
induce a wish to trace upon them figures and subjects. The
origin of painting on glass is, however, involved in obscurity.
There are no existing specimens to which can be assigned
with certainty an earlier date than that of the cleventh
eentury ; but Mrs, Merrifield tells us* that mentien is made
in 949 of “a portrait of Xing Constantine (VI1.), admirably
executed on stained glass.”” The earliest painted glass in
York Cathedral was executed about 1200.

The first attempts at glass paiuting were made by forming
pieces of stained glass into figures, and painting the shadows
of the draperies and other parts with a brush and a vitrifiable
or enamel black, reddish, or bistre colour, which was fixed in
the furnace. The painted windows of the twelfth and thir-
teenth centuries are all executed in this way, and have in
other respects a general resemblance. The ground of the
window consisted of mosaic work, arranged in squares or
lozenge-shaped compartments, and filled with quatrefoils, tre-
foils, and other ormaments. Over this were symmetrically
distributed little medallions of various forms, containing
painted historical subjects, the whole design being surrounded
with borders of varied patterns. The subjects of the medal-
lions are taken from the legendary history of saints morve
frequently than from the Old or the New Testament. The
principal outlines of the design, both of the medallions and
the grounds, are formed by the lines of lead used for holding
the different pieces of glass together. Subsequently, the
little medaltions were replaced by isolated figures of a larger
size, on a mosaic background. These windows have a pure
decorative character, invariably harmonizing with the archi-
tectural effect of the edifice to which they belong. And, not-
withstanding the general brillianey of the colours, from the

* Ancient Practice, &c. Introduction, p. 1xxxii.
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pieces of glass being rarely plain, these windows shed a very
impressive “ dim religious light.”

This kind of semi-painting—for it is to be remermbered
that the local colours were given by the several pieces of
various coloured glass—was afterwards superseded by paint-
ing on glass, in the fullest signification of the words. This,
however, was executed in various ways. Sometimes the
colours were diluted with a tempera medium, namely, white
of egg; and sometimes they were mixed with oil, and after.
wards varnished in both cases. One of the earliest appli-
cations in Italy of transparent oil-colours was for this
painting on glass.

But the varnish did not long protect the paintings executed
by either of these methods against the action of damp and
sunlight.  Vitrifiable colours were, therefore, introduced, and
from time to time increased in number, till the glass painters
of the middle of the fifteenth century were enabled to give up
entively glasses stained in the mass, and to paint upon a
single piece of white glass with enamel-colours laid upon one
or both surfuces, the glass answering the same purpose as
wood or canvas in oil painting. This, then, was enamel
painting on glass; the colours were true enamels, coloured by
metallic oxides; the vehicle was a vitreous compound, or
“flux” (see p. 109); and the painting was fixed upon the glass,
and incorporated with it by firing the plate of glass ina
furnace.

The invention of this glass enamelling has been aseribed to
the Flemings or Germans; but Le Vieil, a celebrated French
writer on glass, claims the honour for France, giving it as
his opinion that the origin of painting on glass properly
speaking, tuok its rise in that country in the eleventh century.
From the celebrity of the glass works at Murano, it might
be supposed that the Venetians would have excelled in the
art of painting on glass; but this has not been the case. The
art was but little practised by them, and the glass man®
factured at Murano was found too opaque for this purposé:
The art has, however, been practised in other parts of Ital,f”
and Vasarihas given a lengthened description of it; bus i
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appears that the Ttalians procured their colours (smalti) from
Germany, and if they did not thence obtain their glass, they
sometimes employed German glass makers, or Jtalians who
had been in Germany. The glass, for example, in the windows
of the Duomo of Florence, which were painted by the famous
Lorenzo Ghiberti, was made by a Tuscan who had learnt the
art in Lubeck, contrary to Vasari’s assertion that the glass was
Venetian. The most distinguished painter on glass of the
fifteenth century, in Italy, was a native of Ulm in Germany,
Beato Giacomo da Ulmo. The discovery of the art of
staining glass a transparent yellow with silver has been
aseribed to Van Eyck; but it is attributable with greater
reason to this Fra Giacomo. Another, also, and the greatest
of all the artists who practised painting on glass in Italy, was
not a native—as, indeed, is imported by his name, Guglielmo
de Marcillat—that is to say,if the usual interpretation of this
rame, as “ William of Marseilles,” is correet, of which, how-
ever, Mrs, Merrifield shows there is some doubt ; at all events,
there is no doubt he was a Frenchman. Vasarl mentions the
great dexterity of Guglielmo in applying different colowrs to
the same piece of glass. This was effected by using a white
glass coated or cased with red ; certain parts of the red glass,
which formed the local colour of the draperies, were ground
away, and in these parts new layers of glass, variously
coloured, were introduced, which were fixed by firing under
the muffle.

In the fourteenth century the glass painters already began
to copy nature with some success. The light and shade be-
come more vigorous, and the flesh, instead of being repre-
sented by violet tinted glass, as in the oldest specimens, is
painted on white glass with a reddish-grey colour. The
pieces of glass are larger, the strips of lead are placed at
wider intervals, large single figures oceupying a whole window
become more eommon, and these figures are placed under
elaboyate canopies, and on a plain blue or red, instead of
mosaic ground,

From the beginning of the fifteenth century the tendency
of the artists to produce individual works is more and more
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observable. “ The decorations which, like frames, surround
the figures and subjects, and which always are borrowed from
the architecture of the time, are increased from day to day,
and present a great complexity of lines and ornaments, which
have often a very beautiful effect. During the greater part
of the fifteenth century, the legends painted upon the phy-
lacteries explain the subjects most commonly by a verse of
Seri