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THE GRAPHIC ARTS

A TREATISE ON THE VARIETIES OF DRAWING,
PAINTING, AND ENGRAVING.



¢ There is a great advantage in thorough technical training which must not
be overlooked. When a man learns anything thoroughly it teaches him to
respect what he learns. It teaches him to delight in his task for its own sake,
and not for the sake of pay or reward. The happiness of our lives depends
less on the actual value of the work which we do than on the spirit in which
we do it. If a man tries to do the simplest and humblest work as well as he
possibly can, he will be interested in it; he will be proud of it. But if, on the
other hand, he only thinks of what he can get by his work, then the highest
work will soon become wearisome.’

Prince Leopold’s Speeck at Nottingham, Fune 3cth, 1881.
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TO

ROBERT BROWNING.

I wisk to dedicate this book to you as the representative of a
class that auglzt 10 be more numerous — the tlass of large-minded
persons who can take a lively intevest in arls which are not
specially their own. No one who had not carefully observed the
narrowing of men's minds by specialities could believe to what a
degree it goes. Instead of being open, as yours has always been, o
the influences of literature, in the largest sense, as well as to the
influences of the graphic arts and music, the specialised mind shuts
itself up in its own pursuit so exclusively that it does not even
know what is nearest to ils own closed doors. We meet with
scholars who take no more account of the graphic arts than if they
did not exist, and witk painters who never read,; but, what is still
more surprising, is the complete indifference with whick an art can
be regarded by men who know and practise another not widely
removed from it. One may be a painter, and yet know nothing
whatever about any kind of engraving; ome may be a skilled
engraver, and yet work in life-long misunderstanding of the rapid
arts. If the specialists who devote themselves to a single study
had more of your interest in the work of others, they might find, as
you have done, that the gquality whichk may be called open-minded-
ness is far from being an impediment to success, even in the highest
and most arduous of artistic and inlellectual pursuits.






PREFACE

TO THE AMERICAN EDITION.

N sending the sheets of this work to America, for an edition

to be published at a moderate price and without illustra-

tions, a question had to be considered which was not quite so
simple as, at first sight, it appeared. There were a great many
references to illustrations published in the first expensive English
edition, and it seemed, of course, to the author, as it would to
anybody else, that these references ought to be expunged when
the engravings or reproductions no longer accompanied them.
On further consideration, however, there appeared to be strong
reasons against this course. The book contains very numerous
references to works of art which cannot possibly be presented
in its pages, to such things as mural paintings and other works in
full colour which cannot be properly reproduced ; and as the
reader will not be able in every case to go at once to the per-
formances themselves, as he will be obliged by distance to take
a good deal on trust at all events, and to accept the author’s
conclusions at least provisionally, there seems to be no reason
why the illustrations to the édition de luxe should not be referred
to in the cheaper editions just as freely as any other absent
works of art. It being decided, then, that the references should
be maintained, the only remaining doubt concerned the form of
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them. The strictly accurate and correct way would have been
to say each time, “the reader may see an example of this in an
illustration by such an artist engraved or reproduced by such
anotlzer artist and published in the columbier octavo edition of
this work,” but the most inexperienced of writers would feel the
awkwardness of saying that a hundred times over. The conclu-
* sion was to keep all allusions to illustrations precisely as they
stood in the first edition. The reader may find this a conven-
ience if he has access to an illustrated copy.

The book is dedicated to a poet instead of being dedicated
to a painter or other workman in the graphic arts, but there is
an especial fitness in the dedication. I mean it as an expression
of a desire that the graphic arts should be better understood
by men of high literary culture than they have generally been
hitherto, and also that those concerned in them should look to
literature with more sympathy and understanding. It would not
have occurred to me to dedicate this book to Scott, Words-
worth, or Byron, if I had written in their day, because they lived
outside of the Graphic Arts just as an illiterate artist may live
outside of literature ; but Browning is not an outsider, and it is
pleasant to think of a man who by sympathy and knowledge is
one of ourselves, one of the artistic fraternity, as it were, and
yet at the same time a poet of great power and a thinker whose
influence is steadily increasing. There is nothing to be more
lamented than the isolation of one form of culture from another,
when it implies a real privation of light, and it was a character-
istic of the age that immed‘iately preceded ours to isolate men
in separate cells of knowledge, each of which had its own little
window looking out upon the world in its own special direction.
It was not so in the great age of the Renaissance, and it is much
less so at the present date (1882) than it was thirty years ago ;
but we remember the time in England when artists were gener-
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ally illiterate and scholars equally ignorant of the fine arts and
the natural sciences. At the present day one of the best linguists
in our country is President of the Royal Academy, one of the
most imaginative poets is a famous painter, and some of our-
most eminent men of science are men of great literary power,
with a wide knowledge of books and a lively interest in art. I
do not dispute the economical doctrine that division of labour
is good for mechanical production, but I feel perfectly certain
that the concentration of all the faculties upon one art prevents
the mind from seeing the arts in their true relations to .each
other. Suppose the case of a painter, hard at work every day
at his own specialty in painting, I should say that unless he
takes care to keep his mind open by looking at the other varie-
ties of art and taking an interest in them, he is very much
exposed to the danger of narrowing his mind to the range of
qualities visible on his own canvases. He may judge of other
graphic arts unfairly, as a Spanish peasant goes to his own
church, and believes that Protestants are not Christians.
The object of the present volume is to show as truly as

possible the different kinds of usefulness which belong to the
different graphic arts, without unduly extolling or depreciating
any of them. For my part, I love them all, and each of them
has in my eyes its own dignity, derived from associatioh with the
labours of great men. The more we know of what they have
done in these arts, the more the arts themselves become honour-
able in our estimation. It will be found, too, that they throw
light upon each other, and that there are many close analogies,
not suspected at first, between processes apparently very differ-
ent. The truth is that the variety of prodksses is not so great as
it appears. Although the range of the graphic arts is extensive
in their dealings with nature, their technical range is limited.
All painting whatever is founded upon one of the two oppasite
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principles of transparence or opacity ; all engraving whatever is
founded upon line or mass. All the graphic arts together are
founded either upon naturalism or some kind of conventionalism,
and by the time we have studied them enough to recognise old
friends with new faces we are constantly meeting with principles
long ago familiar.

PHILIP GILBERT HAMERTON.
JANUARY, 1882.



PREFACE

TO THE ENGLISH ILLUSTRATED EDITION.

HE lesson brought home to me by the studies which have

led to the production of this volume, is, that we ought

not to despise any form of art which has been practised by great

men. If it was good enough for them, it is probably good enough

for us. Able artists have often accepted quite contentedly what

may be truly called limited means of expression, but they have
never tolerated a bad art.

This reasonable degree of trust in the practical sense of great
artists has not always been general. A well-known instance of
the contrary is familiar to us in the history of etching. For a
long time before the modern revival of that art it was treated
with a degree of contempt which is hardly imaginable now.
People could not be induced to look at etchings, no publisher
would invest in them, no periodical would insert them, and the
general belief of the time was that Rembrandt had practised
an art which, at the best, was only a defective substitute for en-
graving. Surely a little reflection might have dissipated such
a prejudice as that! Rembrandt was an illustrious painter, a
painter not only of great mental capacity, but of consummate
technical skill, which he exhibited in remarkable variety. Besides
this, he left behind him a great number of admirable drawings in
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ink, in bistre, and other materials, quite sufficient to prove, if he
had never produced such a thing as a picture at all, that he was
a draughtsman of extraordinary powers, both mental and man-
ual. Now, pray consider the extreme inherent improbability
that such an artist as Rembrandt by these means had proved
himself to be would have spent nearly half his time on a bad
art | He must have known, at least as well as we do, what are
the qualities and powers which make an art available as a means
of expression for such a genius as his, and, having made the
necessary practical experiments, he must have come to the con-
clusion that etching possessed them.

If we, in the present day, are liable to any wrong judgments
about other arts, like that of our immediate predecessors about
etching, we have a ready means of correcting them. We have
simply to inquire — the inquiry need not be long or difficult —
if the art that we feel inclined to despise has been practised by
great artists. If it Aas been practised by them, not as a mere
experiment, but as a pursuit, our contempt for it is either with-
out grounds or on wrong grounds, we are probably blaming it
for the absence of some quality which is not necessary to the
expression of artistic ideas. Let us take as an example the
simple and primitive-looking art of drawing with common pen
and ink upon common white paper. Most people do not think
much of such an art, for the materials are very cheap and to be
met with everywhere, and the work does not flatter the eye when
it is done. Still, it may deserve attention and consideration, for
it was practised by many of the greatest artists who ever lived,
amongst whom may be specially mentioned these three — Ra-
phael, Titian, Michael Angelo. When we come to look into the
matter, we find that the pen, though it does not offer any soft
haxury to the sense of.sight, is one of the best instruments for
the expression of firm, decided, substantial knowledge, and that
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is why those great men used it. The lead-pencil is sometimes
despised because it is given to beginners, yet it was employed
habitually by Turner in the full maturity of his talent; and its
predecessor, the silver-point, was constantly in the hands of the
old masters.

Some of us remember the time when water-colour was so de-
spised in France that no critic would take it into consideration
as a serious art. It was connected, in the popular conception,
with the attempts of school-girls, and by an association of ideas
in accordance with common mental habits, it was assumed that
an art practised by young ladies could not possibly express the
ideas of thoughtful and educated men. It would have been
equally reasonable to infer that because young ladies used pens
and paper for their school themes an experienced author could
not employ them for his manuscripts ; but reason is powerless
against the prejudices of association. The most practical argu-
ment in favour of water-colour is, that it actually has been em-
ployed by men of great learning (in artistic matters) and great
genius. If it had been a feeble art, such men as Miiller and
Cox would not have resorted to it.

Lithography is slightly esteemed because it has been vulgar-
ised by feeble work, or by work that is manually skilful, but des-
titute of mental originality. It is also very unfortunate in being
frequently represented by impressions from worn stones. It has
become a business, and a business not always conducted with a
due regard even to a commercial reputation. But surely this
unlucky turn in the application of the art has nothing to do with
its higher capabilities? It was heartily appreciated by great men
in the last generation. If such men as Decamps, Géricault, and
Delacroix, practised it or approved of it, we may be qﬁite sure
that it is an artist’s process, whether it may happen to be fashion-
able in the present day, or applied to unfashionable uses.
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I am told now that woodcut, though popular enough in a
practical way as an adjunct to journalism, and a handmaid of
scientific literature, is despised by the aesthetic taste of the day.
Like lithography, it has become a trade; careful drawings are
often cut to pieces by apprentices, and badly printed afterwards.
We may deplore these errors. It is always sad to see good ma-
terials turned to unworthy uses, but these misapplications ought
not to make us unjust to the art which is pursued unworthily-
Is literature always followed with a due sense of its noblest re-
sponsibilities and powers? Woodcut can be printed cheaply, so
that it is used and abused in commerce, yet it has fine artistic
capabilities. It is not a painter’s process, because it is too
laborious for an occupied painter to undertake it; but it is a
thoroughly sound process, capable of the most various effects;
and it has been encouraged by great artists, especially by Hol-
bein, too delicate a draughtsman to patronise a rude and imper-
fect art.

The fundamental error in estimating the Graphic Arts is to
rank them by comparison with the ineffable completeness of
nature. They may be compared with nature ; they shall be so
compared in this volume, but only as a matter of scientific
curiosity, not at all for the purpose of condemning some arts
and exalting others. We who are constantly accustomed to the
language — or rather, in the plural, the very different languages
— of the graphic arts, lose by familiarity with their meaning the -
sense of their real remoteness from nature. We forget— we
become incapable of properly understanding — what a distance
there is between the natural object and the artistic representa-
tion. For example, it was the custom of the old masters in
many of their drawings to shade in strong, open, diagonal lines.
There is nothing in nature like that. It is simply a conventional
language intended to convey the notion of shade without imita-
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tion, without even the beginning of an imitation, of its qualities.
This is a single instance, but I could fill a hundred pages with
such instances. If imitative truth were the test of excellence
in the fine arts, the greater part of the drawings, etchings, and
engravings in our museums, and many of the pictures in our gal-
leries, would have to be condemned without remission. The real
test of excellence in a process is this. Will it conveniently —
that is, without too much troublesome technical embarrassment
— express human knowledge and human feeling? Will it record
in an intelligible manner the results of human observation? If it
will do this for man, with reference to some limited department
of nature only, such as form, or light and dark, or colour with-
out full natural light, then it is a good art, however far it may
fall short of nature in a vain struggle for complete imitation.
This is the reason why we valfe so many drawings by great
artists in which they voluntarily bridled the imitative instinct.
They restrained that instinct ; they pulled it up at some point
fixed in each case by some special artistic purpose and by the
nature of the materials that they employed. Z%ey did not share
the scorn for limited means of expression, which is one of the
signs of imperfect culture, but they looked upon each tool as a
special instrument and employed it in accordance with its proper
uses, content if it expressed their thought, often not less content
if the thought were conveyed by a hint or a suggestion to intel-
ligences not very far inferior to their own.

In our own time an entirely new set of processes have rendered
service by reproducing drawings and engravings of various kinds,
often with a remarkable degree of fidelity. Some of these pro-
cesses have been employed in the illustration of the present
volume, and great care has been taken, by the rejection of fail-
ures, to have the best results which the present condition of
photographic engraving could afford. The reader may be glad
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to know how these reproductions have been made. Without
entering into details which would require many pages for their
explanation, I may say that the processes used for this volume
are of very different natures. That employed by Messrs. Goupil,
called photogravure, is a secret, and all I know about it is that
the marvellously intelligent inventor discovered some means of
making a photograph in which all the darks stood in proportion-
ate relief, and from which a cast in electrotype could be taken
which would afterwards serve as a plate to print from. All the
Goupil photogravures in this volume are so produced, and very
wonderful things they are, especially the Mercurj, which is the
most difficult feat of reproduction I have hitherto seen attempted,
on account of the extreme delicacy of many lines and the sharp-
ness of others. We also give plates printed in two or more
colours. They are printed in ®ach case from one copper and
with one turn of the press; Aow, we are unable to explain, but
. though the making of these illustrations is mysterious, the quality
of them will be admitted by everyone who knows the originals
in the Louvre. M. Dujardin’s process of 4é/iogravure is entirely
different. He covers a plate made of a peculiar kind of bronze
with a sensitive ground, and after photographing the subject on
that simply etches it and has it retouched with the burin if re-
quired.* M. Amand Durand employs ordinary copper plates,
and uses bichromatised gelatine as an etching ground, which
acquires various degrees of insolubility by exposure to light. He
bites his plates like ordinary etchings; and when they are in-
- tended to represent etchings he rebites them in the usual way
and works upon them with dry point, &c., just as an etcher does,
but when they represent engravings he finishes them with the

* He does not draw it, the drawing is done by photography; he bites
it in the lines cleared by the chemical process. M. Dujardin is not an
artist like Amand Durand, but he is a remarkably skilful scientific
operator.
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burin. In the reproductions from Mr. Poynter’s drawings, in
this volume, the dark lines are done by photographic etching,
and the uniform ground, which imitates Mr. Poynter’s paper, is
in ordinary aquatint. The reader now perceives the essential
difference between the Goupil process, in which there is no
etching, and the processes employed by the AéZiograveurs, which
are entirely founded upon etching.

The mechanical autotype process is founded upon the absorp-
tion of moisture by partially soluble gelatine, and its rejection
by bichromatised gelatine rendered insoluble by exposure to
light. The printing is done in oil ink, which is rejected by the
moist gelatine and caught by the insoluble. In the reproduc-
tion of a pen drawing the ink lines are printed from portions of
gelatine which have been rendered insoluble by the action
of light, and the blank spaces between the lines represent the
moistened gelatine. This is an excellent process for many
purposes, certainly the best of all for the imitation of pen
drawings.

The most defective of all photographic processes are gen-
erally those intended to print like woodcuts in the text. Such
reproductions often abound in thickened or in broken lines, or
in lines run together, and when this is the case they are worse
than worthless from a critical point of view. The few repro-
ductions printed with the text in the present volume have been
very carefully executed by Messrs. A. and W. Dawson, and are
as nearly as possible free from these defects. The process
includes both photography and electrotype, but I am not able
to give the reader very precise information as to the means by
which the hollows are produced. The line, of course, is in
relief, and always very nearly at the same level, as in woodcut.*

* Apropos of woodcut, I have just detected an erratum in the foot-
note to page 75. Writing from memory, I had the impression that the

b
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The processes of photographic engraving have rendered very
great services, especially to students of moderate means who
live at a distance from great national collections, but the right
use of reproductions must always be accompanied by a certain
reserve. You can never trust them absolutely, for you can
never be certain that a publisher will be a sufficiently severe
critic to reject everything that is less than the best. They are
most precious as memoranda of works that we have seen and
known, and then the only limit to their usefulness is the danger
that the reproduction which we possess may gradually take the
place in our minds once occupied by the original which is
absent,
sitter for the first sketch mentioned there was a valet, on account of his

costume, but he was really a gentleman who had put on an old-fashioned
dress. The reader will find him at page 320.
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THE GRAPHIC ARTS.

CHAPTER 1.

IMPORTANCE OF MATERIAL CONDITIONS IN THE GRAPHIC
ARTS.

ECHNICAL studies have been so generally undervalued

that the purpose of a book like this may be readily mis-
understood or misrepresented. It may be supposed to deal
with matter only, and to neglect the mental element in art, be-
cause it is not disdainful of material things. This would be a
wrong estimate of its purposes.

In the Graphic Arts you cannot get rid of matter. Every
drawing is s a substance and o7 a substance. Every substance
used in drawing has its own special and peculiar relations both
to nature and to the human mind.

The distinction in the importance of material things between
the Graphic Arts and literature deserves consideration because
our literary habits of thought lead us wrong so easily when we
apply them to the arts of design. All of us who are supposed
to be educated people have been trained in the mental habits
which are derived from the study of books, and these habits, as
all artists and men of science are well aware, lead students to
value words and ideas more than things, and produce in their
minds a sort of contempt for matter, or at least for the knowl-
edge of matter, which indisposes them for material studies of all
kinds, and often makes them blind to the close connexion

which exists between matter and the artistic expression of
thought.

I
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In literature, such a connexion can scarcely be said to exist.
A writer of books may use pen or pencil, and whatever quality
of paper he chooses. There is even no advantage in reading
the original manuscript, for the mechanical work of the printer
adds clearness to the text without injuring the most delicate
shades of literary expression. The quality of paper used by
Sir Walter Scott did not affect one of his sentences ; the quality
of the different papers which were carefully selected by Turner,
for studies of different classes, determined the kind of work
he did upon them. Ink and pencil in the hands of a writer
express exactly the same ideas ; in the hands of a draughtsman
they express different ideas or different mental conditions. A
draughtsman does not interpret the light and shade of Nature
in the same manner with different instruments. He has to
throw himself into a temper which may be in harmony with the
instrument he uses, to be blind for the time to the qualities it
cannot render, to be sensitive to those which it interprets readily. ,
Even the roughness or smoothness of the substance he is work-
ing upon determines many a mental choice.

Of these things a literary education gives us no perception.
It even misleads our judgment by inducing us to suppose that
substances are beneath the consideration of an artist, as they
are outside the preoccupations of an author. Or it may falsify
our opinions in another and more plausible way. It ‘may, and
it often does, induce people to think that technical matters may
concern artists and still be below the region of the higher criti-
cism which should interest itself in the things of the mind, and
not bestow attention upon the products of the laboratory, or
the processes of the painting-room. As a result of this way of
thinking we sometimes hear critics praised for not being techni-
cal, and blunders in technical matters, which surprise those who
understand the subject, do not appear to diminish the popularity
of writers upon art, if only their style be elegant and their de-
scriptions lively and amusing. Technical ignorance appears
even to be an advantage to a critic, as it preserves him from
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one of the forms of tiresomeness, and leaves him to speak of
sentiments which all can enter into rather than of substances
which only workmen and students ever touch, and of processes
which only the initiated can follow.
It will be my purpose in the present volume to show how
mental expression is affected by material conditions in the
graphic arts. I shall point out, not in vague generalities, but
in accurate detail, the temptations offered by each substance
used and each process employed. I shall make it clear in
what manner, and to what degree, the artist has to conform
himself to material conditions in order that he may best express
the thoughts and sentiments which are in him, and, above
all, I shall make it my business to show how the choice
amongst those thoughts and sentiments themselves, how the
expression of some and the suppression of others, may in very
many instances be accounted for by the nature of the materials
employed. It is only by a thorough understanding of these
conditions of things that criticism can lay its foundations in
truth and justice. You may write brilliantly about an artist
without knowing anything of the inexorable material conditions
under which his daily labour has to be done; you may capti-
vate readers as disdainful of those conditions as yourself by the
cleverness with which you can substitute rhetoric for informa-
tion ; but if you have any real desire to understand the fine arts
as they are — if you have any keen intellectual curiosity about
them, if you wish to speak with fairness of those who have
worked in them — you will be brought to the study of matter as
well as to the comparison of ideals. The criticism which pro-
fesses indifference to technical knowledge is a criticism without
foundations, however prettily it may be expressed. It is to the
true criticism what a cloud is to a mountain — the one a change-
ful vapour sometimes gorgeous with transient colour and bearing
" a deceptive appearance of permanent form, the other massive
and enduring, with a firm front to every wind and a base of
granite deep-rooted in the very substance of the world.

V 4
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There is a prevalent idea that the study of material conditions
is uninteresting — a dull study, not fit to occupy the attention of
highly cultivated persons. This idea comes from our curiously
unsubstantial education. The training of a gentleman has been
so much confined to words and mathematical abstractions that
he has seldom learned to know the intimate charm which dwells
in substances perfectly adapted to human purposes. There is a
charm in things, in the mere varieties of matter, which affects
our feelings with an exquisite sense of pleasurable satisfaction
when we thoroughly understand the relation of these substances
to the conceptions and creations of the mind. This charm is
entirely independent of their costliness, and one of the best
results of knowledge is that it makes us appreciate things for
themselves as no one can who is unfamiliar with their noblest
uses. A painter takes some cheap earth which he finds in Italy,
such as the ferruginous earth of Sienna; and it is better than
gold to him, for it will enter into a hundred lovely combinations
where gold would be of no use. Art does not reject what is
costly, yet seeks nothing for its costliness. It accepts the blue
of the lapis lazuli, and the colouring matter of the emerald,* but
it also keenly appreciates a stick of well-burnt charcoal or a bit
of common chalk. Many of the most delicate designs left to us
by the old masters were done with the silver-point, one of the
simplest instruments and one of the cheapest, as it did not wear
perceptibly with use. Here we find artists taking advantage of
that blackening of silver by the very tarhish which gives so much
labour to servants. The diamond point is used by engravers on
metal, who appreciate its marvellous hardness. Ivory is used
by miniature-painters on account of its exquisite surface. So

“ influential are substances upon the fine arts that the modern
development of wood-engraving has been dependent upon the
use of a particular kind of wood, and even on a peculiar way of

* In ultramarine and the emerald oxides of chromium, the first is lapis
lazuli in powder, and the second contains the colouring matter of the

emerald.
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sawing it across the grain, whilst the existence of lithography is
dependent upon the supply of a peculiar kind of stone. The
metals used in engraving directly affect the style of the engrav-
ing itself. The existence of such a metal as copper has had a
direct influence upon art, for if there had been none of it in the
world a great deal of the best work in etching and engraving
would never have been executed. If an artist who had etched
on copper took to etching on zinc, the change of metals would
produce, after a few experiments, a marked alteration in his
manner. Even the degree of fineness or coarseness, in paper
or canvas, affects the style of an artist. No one paints in the
same way on coarse cloth and smooth panel ; no one draws in
the same way on rough paper and Bristol board.

The materials employed affect not only the expression of the
artist’s thought and sentiment, but also the interpretation of
nature. Every material used in the fine arts has its own subtle
and profound affinities with certain orders of natural truth, and
its own want of adaptability to others. One might think that
the materials were sentient and alive, that they had tastes and
passions, that they loved some things in nature as the horse
loves a grassy plain, and hated others as a landlubber hates the
sea. It will be a part of my business in this volume to show
Yow these affinities and repugnances operate, and how they
iffect the interpretation of nature in art, by impelling artists to a
selection of natural truth in accordance with their dictates.

After this explanation of my project, I trust that its intel-
lectual purposes are clear. The book will deal with matter,
but with matter as an instrument of mind; it will deal with
the materials used by artists, but with reference to their various
adaptabilities to the interpretation of nature. Seen with this
double reference to human thought and nature, the substances
we shall have to examine have a far higher significance than
they could ever possess by themselves. What, by itself, is an
inch of strong silver wire? What is it but six-pennyworth of
silver? Set it in a holder, let Raphael take it up and draw win
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it — draw the Virgin modest and fair, the Child gleeful and
strong — let Raphael trace the ideal forms in the dark grey silver
lines, and then how noble the metal on the paper becomes !
People reverence carbon in the form of the diamond because
it is prodigiously expensive, and they despise it in the form ot
charcoal because it is so cheap that it can be used for fuel ; but
a piece of charcoal and a diamond point are both equally noble
in the eyes of an artist, for with the first he can draw very deli-
cate shades, with the second the finest of lines. Even the hair
«" of the camel, the sable, and the badger, may become ennobled
in the hands of painters as a goosequill is when a poet uses it,
and that unclean animal the hog renders unceasing service to
the fine arts by supplying the kind of brush which has done
more than anything to encourage a manly style in oil. The
importance of instruments in the interpretation of nature and
the expression of mind may be realised by simply imagining
what oil-painting would have been if the hog-tool, which gives
mastery over thick pigments, had been replaced by the camel-
hair pencil, which can only be used with thin ones. It may
seem, to the ultra-refined, a degradation to great art to owe any-
thing to pigs’ bristles, but all debts ought to be acknowledged.
The history of art can never be truly or completely written until
the influences of such things (apparently humble, yet in reality
most important) is fully recognised. The use of this or that
kind of hair in brushes has more to do with executive style in
art than the most ingenious reasonings about the beautiful.
™\ It may be thought that, as technical matters are very gener-
ally known, there is little need for a new book about them ; but
to this it may be answered that the existing knowledge is scat-
tered and fragmentary, so that the mere bringing of it together
may be a service not without utility. Besides, there is a mor-
phology of processes which has never been traced, and which
I desire to trace. I wish to show the close connexion which
exists, in principle, between processes so different in apparent
results that they are not called by the same names. It may be
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an advantage, again, to judge different methods fairly on their
merits without reference to changeful tastes and fashions. There
is an absolute value in each of the graphic arts quite indepen-
dent of its relative value with regard to the temporary state of
public opinion. The two questions about each of these arts are,
¢ Can it interpret nature?’ and, ¢ Can it express human thought
and emotion?’ The answer to these questions in every case is,
‘Yes; within certain limits fixed by the nature of the material
and the process.” And then comes the farther question, ¢ What
are those limits?’ to which this volume shall be as complete an
answer as I can make it.
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CHAPTER 1I.

THE DISTINCTION BETWEEN USEFUL AND AESTHETIC
' DRAWING.

HE Graphic Arts are equally capable of expressing two
opposite states of the human mind — the positive and
the artistic.

Work done in the positive state of mind has for its single
purpose the recording of- fact and truth. Work done in the
artistic temper may record a great deal of truth incidentally,
but that is not its main purpose. The real aim of all artistic
drawing is to convey a peculiar kind of pleasure, which we call
aesthetic pleasure.

What this aesthetic pleasure is, and how it is excited, I shall
have to explain later. For the present it is enough to note the
separableness of it from simple truth, and the broad division of
all work done in drawing into two great categories. .

These categories might be called the positive and the poetic ;
but the word ‘poetic,’ from its habitual association with the
highest kind of imaginative creation, is too exalted for our pres-
ent need. There is a great deal of clever, and by no means
despicable artist-craft, which does ‘ot in the least deserve the
name of poetry, and yet which is at the same time clearly not
the outcome of the positive spirit. I therefore prefer the word
¢ artistic,’ which will readily be understood to mean a kind
of mental activity which plans and schemes for aesthetic
pleasure.

It is most important that the distinction between these two
motives of draughtsmen, truth and delight, should be constantly
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simple draughtsman, who draws what is before him, does not
always win the trust which is due to his one virtue — veracity.
This has been rather painfully impressed upon people who
take an interest in these things by the failure of topographic
landscape. In the decade between 1850 and 1860 a distinct
attempt was made, as an experiment, to draw the forms of
landscape as they really are, and to colour them for truth rather
than for beauty and charm. No intelligent artist or critic ever
desired that the simple transcript of nature produced in this
manner should supersede the cunningly arranged landscape
which gave aesthetic pleasure ; but it was thought that plain
truth might find utterance in painting as it did in literature.
It turned out, however, that the most serious and conscientious
attempts in this direction were commonly misunderstood. The
painters who set themselves to copy nature accurately were
supposed to be ignorant of art. The absence of common arti-
fices of arrangement  made these men liable to the sort of
criticism which blames one thing for not having the qualities
of another, as if it were possible to reconcile composition with
the truthful delineation of places.

If topographic landscape-painting had little chance in Eng-
land it had none whatever on the Continent. The one example
of it in our National Gallery, Seddon’s ¢ Jerusalem,’ would not
be tolerated in a Continental collection, it being always under-
stood that the purpose of a picture is not to tell the truth but
to gratify the aesthetic desires. The too clear atmosphere, the
importunate quantity of equally visible details, and the hopeless
ugliness of very much of the material, are so strongly against
that picture from the artistic point of view that its proper place
is not amongst works of aesthetic art, where it shows to too
great disadvantage ; yet paintings of that character, representing
scenes of interest with the most strict veracity, would be valuable
in their own humble way as illustrations of remote realities.
That such art should be denied the right of existence because
it is not aesthetic is as unreasonable as it would be to refuse
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dangerous person indeed when a record of fact is wanted,
comes with his love of effect and composition and is careless
about truth of incident and form; yet in all illustration what
"we need is a trustworthy record. When the Tay Bridge broke
down we wanted to know how it had been constructed, and we
did not care in the least what the skilful draughtsman on wood
chose to imagine concerning the clouds about the moon. So
in books of travel, the real interest of illustration lies in the
faithful drawing of things that we should not clearly understand
from a verbal description, and this can be given without any
aesthetic artifice or charm. Drawing of that kind, though with-
out pretension, is as valuable as any honest account of inter-
esting facts in writing, and deserves the acknowledgment which
is due to all works of simple utility.

The plain drawing of facts has been undervalued not only in
comparison with artistic ‘design, but also, in a different way, by
comparison with photography. It is supposed by many that
sincé photography gives very minute detail, and is, in some
sort, the fixed reflexion of nature in a mirror, anyone who
desires a true record can get it much better by making use of a
photographic apparatus than by the most careful study with a
pencil. This is one of those cases in which a really well-founded
opinion cannot possibly be a simple opinion, easily transmitted
to those who have not studied the subject. Photography does,
in some respects, give more delicate truth than any draughtsman
can, but from its incapacity for selection there are many truths
which it cannot state so clearly as they can be stated in drawing,
and it often happens that even if the photograph could give
them separately, it cannot give them together. Again, not-
withstanding all the really wonderful ingenuity which has been
employed in making the photographic apparatus portable and
convenient, it is still far from being so ready and handy as a
pocket-book. But there is one fatal objection to photography
in comparison with drawing, an objection which far outweighs
all the others, and that is, the necessity for an actually existing
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model. You cannot photograph an intention, whilst you can
draw an intention, even in the minutest detail, as we constantly
see by the drawings made by architects of buildings not yet in
existence. This settles the question in favour of drawing, be-
cause all constructors require to be able to represent ideas and
conceptions which have not yet become realities. Even in the
representation of realities, photography is less explicit than a
good drawing by a person who thoroughly understands what he
has to represent. I may mention, as a remarkably good ex-
ample of explanatory clearness in drawing, the famous French
architect Viollet-le-Duc. The purpose of his immense labours
as a draughtsman was not to render the aspects of nature,
but to give the clearest possible explanation of substance and
structure. His work is, therefore, not to be compared with
the work of painters, in which there is generally an attempt to
render something of the mystery and effect of nature, and yet,
although he did not attempt this, he employed an intelligence
of extraordinary acuteness in drawings which every cultivated
critic admires for the special merits which they possess. For
people whose pursuits are not those of a painter, Viollet-le-Duc
(though his work is ‘hard as nails,” from the pictorial point of
view) would be a much better model than Delacroix.

It is much to be regretted that plain explanatory drawing
should not be more generally practised and understood. I
remember being told by a French artist, who lived in a pro-
vincial town of moderate importance, that there was not a single
workman then living in the town who could understand a design
in perspective. Mechanical drawings of plans, sections, and
elevations, are, perhaps, more clearly understood by workmen
in the common trades; but with reference to these I may ex-
press another regret, which is, that they are not better under-
stood in the higher classes of society. Itis so easy to explain
structure by these three devices, and they place within our reach
such admirably exact means of information with regard to very
.much human work, from the construction of a cathedral, or an
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armoured battle-ship, to that of a telephone, or a watch, that
every educated person ought to be able to understand them
without difficulty ; and yet at present you find ladies and
gentlemen who can make something out of an elevation, but
are puzzled by a plan, and almost irritated by the apparent
insufficiency of a section.

It is not intended to devote space to mechanical drawing in
the present work, because the writer has not the special knowl-
edge which would be required for any adequate treatment of
the subject, and also because, since the purposes of mechanical
and artistic drawing are so widely different, their presence in
the same volume might appear incongruous. One remark may,
however, be made on the subject in passing. Enthusiastic
writers upon the fine arts have sometimes brought themselves
to believe, in the strength of their admiration for great artists,
that their draughtsmanship was scientifically accurate, and could
be compared with the perfection of the best mechanical work.
This is one of the common errors which enthusiasts are so
ready to commit. Perfect accuracy is never to be expected
" from any artist, though the degrees of deviation from it are
infinite ; and we speak of ‘accurate drawing’ as I have spoken
of it in this very chapter, always with the well-understood reser-
vation that the accuracy is relative and not absolute. Mechani-
cal drawing, with rule and compass, is man’s confession of the
inaccuracy of his own faculties. If we could draw exactly, what
should hinder us from making elevations of steam-engines with
a free hand, unembarrassed by these tiresome instruments ?

There are degrees of perfection even in this, the most rigidly
exact of all the graphic arts —degrees of perfection that no
one can properly appreciate who has not been trained at the
mechanical draughtsman’s desk. When the thickness of a hair-
line on one side or other of the all but invisible point is enough
to lead to inconvenient constructive error, it is intelligible that
intense care should be required. Let us respect these exact
and patient labours with the bow-pen, for without them our
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to be visible. The type-designers of the seventeenth and eigh-
teenth centuries avoided this error. In their designs one part
of a letter was not made for one distance and another for an-
other. They also avoided the modern vulgarism of curvature
without graceful modulation. The curves in the best old type
are sometimes bold and sometimes restrained, just as the letters
are sometimes broad and sometimes narrow. In modern vulgar
type the curves are bold and mechanical everywhere alike, and
the letters as nearly as possible of uniform dimensions. It need
not surprise us, then, that in a time like the fourth quarter of
the nineteenth century when, whatever may have been our errors,
some of us do really seek after what is beautiful, and d¢ really
try to improve our taste, there should have been a return to
what is now called ¢ old-faced type,’ and a better appreciation of
its forms.

The excellence of type-designing, which does not imitate
anything in nature, depends almost entirely upon the sense of
harmony in the designer. He must feel by a happy instinct
what sort of letter will go well with another, and when he de-
cides to modify the shape of one he must feel what modification
will be required in another to give the letters that indescribable
family likeness which runs through every good alphabet. The
curious in these matters will remember instances in which the
designer’s modifications have not been consistently carried out,
and they will also remember other founts of type which appear
to have reached an ideal perfection of harmony. The love of
artistic consistency which exists even in ordinary human nature
is clearly proved by the care with which type-designers and
sign-painters always at least try to draw congruous alphabets.
The absence of any model for letters in the natural world
makes the effort the more remarkable as the designer has really
nothing to go by but his own sense of what is fitting. Besides
harmony, letters often exhibit marked artistic qualities of other
kinds. Some are picturesque and others severe, some are deli-

~cate and elegant, others sturdy and massive, qualities which are
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all to be found in the highest kinds of painting, sculpture, and
architecture, and which add immensely to the interest and
variety of nature itself, both in animals and plants.

The alphabets used by different nations clearly reflect the
general tendencies of their taste. It is not merely custom
which makes us feel a sense of incongruity when we meet with
Roman fetters on monuments erected in a Gothic building ;
there is a real incongruity between the forms of classic letters
and the forms of Gothic architecture and decoration. Gothic
letters are picturesque and ornamental, in the same taste as
the contemporary architecture and furniture ; Roman letters
are simple and severe, like Roman architecture and dress. This
is a subject which would bear following out if we had space
for elaborate comparisons, but they would require illustrations.
Every student of Greek, who has any sense of the charm there
is in the mere shapes of letters, must have felt that a part of
his pleasure in reading the language was due to the beauty of
the Greek characters. When Greek is printed in modern Eng-
lish type it loses half its charm, and this is not merely fanciful,
it results from a real artistic difference.

Handwriting is to the drawing of type and the letters of in-
scriptions what sketching from nature is to the slow and stu-
dious drawing of natural forms. All writing, whether careful or
careless, 1s drawing of some kind, though the forms drawn are
not natural but conventional. Rapid handwriting is not merely
like sketching, it s sketching. The same strong marks of idio-
syncrasy which are to be found in the sketches of artists exist
in handwriting, and there is the most various beauty in hand-
writing, which.is quite distinct from its legibility, just as the
beauty of manual style in painting is a different quality from
truth. It is curious, considering how few people give a thought
to these matters, that each kind of handwriting, whether the
letters are well formed or not, is generally not less consist-
ent and congruous than the carefully studied alphabets of the
type-designers and letter-engravers. People write legibly ot

2
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illegibly, elegantly or inelegantly, but they seldom put letters
together which do not go well with each other. There are in-
stances of incongruity, but they are rare. In general they ar¢
prevented from occurring by the unities of tastes and habit:
which form the identity of each of us, so that we acquire a
personal style in penmanship as we do in the use of language.
The writing-master, who disapproves of our personal styles, and
tries to impose upon us his own morma to correct our personal
deviations from his ideal, does precisely what narrow criticism
does in the fine arts when it tries to set up a fixed model of
style.

Useful drawing of objects does not altogether ignore effects
of light, but it uses such effects for its own purposes, taking
more or less of them as they are required simply for explana-
tion. The outline of an egg is merely a flat oval, but if shade
is used the full shape of the egg is explained. In mechanical
drawing shade is very frequently needed for explanations of this
kind, and it is used accordingly, in a formal manner, there being
no necessity for giving it any artistic quality, or any delicate re-
semblance to nature. Burnet, in his treatise on the Education
of the Eye, showed conclusively how valuable the shadows cast
by the sun may be for explaining the forms of objects which are
only partially seen. He gave a figure which would only have
represented a sudden rise in a road, had it not been for the cast
shadow, which revealed the existence of the three arches of a
bridge, the arches themselves being quite invisible to the spec-
tator. Artists have often amused themselves and the public by
making a cast shadow tell part of the story of a picture.

Local colour (the difference in degrees of dark between one
hue and another) may often be explanatory in useful drawing,
when the object is to exhibit the employment of different mate-
rials in construction. For instance, if an architect were drawing
a pavement composed of white, black, and red marble, he might
give the two first with their own strong contrast, and represent
the red by a grey shade of its own degree of depth. Colour is
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traveller who has learned to draw people and things with fair
accuracy, but without attractive manual skill, thinks that it is
necessary to hand his simple, truthful work to some clever
draughtsman on wood to be made into brilliant sketches for
publication. The illustrated newspapers waste money without
end in putting shade on drawings which, do what they will with
them, can never be really artistic,* when the shading, which is
perfectly worthless from the aesthetic point of view, prevents
anything like delicate truth of line. There are illustrated news-
papers out of England which are entirely vulgarised by strained
efforts to look artistic, whereas the accurate delineation of truth,
without useless and false effect, could be got for less money,
and would make the papers valuable as permanent records of
contemporary history. Again, if the simple delineation of truth
were appreciated at its real value, there is no reason in the
world why any daily journal which is printed upon good paper
should not insert illustrations of an explanatory kind whenever
there was any need for them. Illustration might be ten times
as much used as it is if the real purpose of it were steadily kept
in view, and not confounded with the purposes of a higher kind
of art.

There is another reason why it is desirable that useful drawing
should be more valued than it is. At present there are hosts of
practical amateurs in every civilised country who, for the most
part, are wasting their time in fruitless attempts to imitate the
manual cleverness of the popular artists in the exhibitions.
There is plenty of useful work in drawing which such amateurs
might easily learn to do, and to do in quite a satisfactory man-

# 1 do not mean that no drawings in such publications as the Grapkic
and the /llustrated London News can ever be really artistic, but that
there are numbers of drawings necessarily issued in journals of that class
which can never rise above simple utility. The fact is, that woodcuts in
journals come under two categories, the useful and the artistic. Itisa
waste of money to try to make the simply useful cuts look as if they were
artistic.
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ner, Archaeology, topography, and the natural sciences open
boundless fields for useful or instructive illustration, whilst all
the schools in the kingdom are ready to receive as gifts what-
ever collections a careful and studious draughtsman might be
pleased to form. The true cause of the discouragement of
amateurs is not that they are earning no money, since money is
not their object, but that they are producing thankless and pur-
poseless work. Useful drawing ought not to be either thankless
or purposeless. It is not founded on vanity or pleasure, but on
truth. It is to the drawing of great artists what the plain narra-
tive of an honest eye-witness is to the artful inventions of a
novelist or a poet, inventions which are devised expressly to act
upon the feelings, and in which all the resources of accom-
plished skill in the use of language are employed to give glad-
some or melancholy pleasure and to lull the power of criticism
to sleep.

I have written strongly in favour of useful drawing because,
from its inability to give aesthetic pleasure, it is always likely to
be undervalued by cultivated people. I wish it to be appre-
ciated for itself, for the honest service which it can render to
many kinds of knowledge ; and 1 regret that it should ever
be compared and confounded with artistic drawing, when each
ought to stand firmly on its own basis. You do not expect a
good newspaper reporter to have the charm of a literary artist,
so why despise a plain truth-draughtsman because his work is
without pictorial seductiveness?

The necessity for keeping the two kinds of drawing well sep-
arated is felt quite as strongly on the artistic side as on the
other. Many artists, especially German artists, have allowed
useful drawing to get into pictures, and there it is out of place.
Even in engravings such as those of Albert Diirer, it is not really
an artistic advantage that the engraver should draw benches and
tables with the care and attention of a well-educated joiner ;
Rembrandt’s way of treating furniture is better in great art.
The hard manner of Maclise, borrowed (perhaps unconsciously)
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from German models, is also useful drawing out of place ; the
loose and apparently careless drawing of Josef Israels (espe-
cially visible in his etchings) is far better suited to artistic ex-
pression of a high order. If a general rule could be stated it
might be something like this: The purpose of useful drawing is
to explain the construction of an object, but the purpose of
artistic drawing is to produce a visual effect to which full con- -
structive explanation may be an impediment. The artist knows
as much as the draughtsman, but he ought not to insist upon
his knowledge. A poet may have studied geography, but he
must not write like a geographer.
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and visible things of life in such a manner as not to violate the
aesthetic sense of suitableness. Many things which our fathers
did we feel to be wrong and out of place. For example, if a
great opportunity, like the arrangement and decoration of Tra-
falgar Square, were offered to us now, we should hesitate about
putting the statue of Lord Nelson, like Simeon Stylites, on a
column just behind that of Charles I. on a pedestal ; and we
might, perhaps, be alive to the necessity for making the National
Gallery important enough to hold its own against the buildings
in its neighbourhood. It is true that we permit great incongru-
ities, that we allow relative injury to be inflicted on public build-
ings by huge erections near them, as Westminster Abbey is
dwarfed by Queen Anne’s Mansions ; but we are at least sensi-
ble of the wrong: and in this we differ from our fathers, who
did not know that a building could be at the same time injured
and untouched. In a word, we are beginning to understand
artistic relativity, to feel aesthetic pleasure when it is observed,
and aesthetic suffering, or discontent, when it is violated;
whereas the whole conception of artistic relativity, and of any
pleasure or pain that might be connected with it, was foreign to
our fathers’ minds.

The idea of so ordering things that their mutual relations may
be pleasing to the aesthetic sense is the foundation of culture in
the fine arts. Truth, in these arts, is altogether subordinate.
They do, no doubt, include and even require most extensive
and subtle knowledge of natural truth, but it is only to avail
themselves of it when it happens to be agreeable./ A highly cul-
tivated artist knows twenty times as much about nature as the
most accurate, matter-of-fact draughtsman, and yet the artist con-
stantly sacrifices truth to composition. ! He sacrifices it, also, to
the idealisation of natural forms, to emphasis in lines, and to the
concentration of natural light-and-shade and colour. All these
are necessary to the artist, because without them he cannot give
that aesthetic pleasure on which his fame and fortune entirely
depend. These arrangements and idealisations are, in fact, the
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artist’s especial and peculiar work ; it is these labours which
distinguish him from the simple draughtsman.

Of all my doctrines about art, this doctrine concerning the
sacrifice of truth appears to be the most hard to receive. From
a sentiment which is respectable in itself, the sentiment of grati-
tude to great artists for the pleasure which they have given and
give still, though they lie in their dark graves, those who love
their work can scarcely endure to hear it said that they had not
absolute veracity. It is supposed that when a critic points‘out
their deviations from truth he does so with the intention of
blaming them, just as in the ordinary intercourse of life it would
be an attack upon a man's character to say that his word was
never to be depended upon. It is high time that this misun-
derstanding should cease, and with a view to its cessation I will
explain the matter in this place as clearly as I may be able.

The want of veracity in the ordinary intercourse of life is
quite justly the subject of severe blame, not only because it is
morally wrong, but because those societies where it is habitual
are disintegrated by it; for when no man can trust another it is
impossible that the social machine should work harmoniously.
Notwithstanding this, the license to say what is not true has
always been accorded to poets, who are never blamed for avail-
ing themselves of it to any extent whatever, provided only that
their fictions be interesting or agreeable. They go far beyond
the mere permission to invent fictitious narratives; they affect,
even when speaking in their own persons, and not through the
mouths of their characters, all kinds of sentiments and beliefs
which are not really their own, when the sentiments and beliefs
seem poetical. A Protestant poet does not in the least hesitate
about writing like a Roman Catholic if any doctrine of the
Church of Rome happens for the time to suit the poetic effect.
Sir Walter Scott, though himself an Edinburgh Presbyterian,
could affect, for purposes of art, the most absolute belief in
the reality of the Pope’s spiritual powers, and their heavenly

origin :
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‘The Pope he was saying the high, high mass,
All on Saint Peter’s day,

With the power to kim given, by the saints in heaven,
7o wash men's sins away.

The Pope he was saying the blessed mass,
And the people kneeled around,

And from eack man’s soul kis sins did pass
As ke kissed the holy ground.

In this case the reason for the assumed belief is obvious, but
it is a purely artistic reason. The poet could not have got so
fine an opening on any other terms. The slightest expression
of doubt would have chilled all the lines that followed.

Every reader will remember the pretty pantheism which opens
the fifth canto of the ‘Lay:’

¢ Call it not vain : they do not err
Who say, that when the poet dies
Mute Nature mourns her worshipper,
And celebrates his obsequies.’

Here the poet, after fully indulging his fancy, knew that he
was asking rather too much from the reader’s power of make-
belief, and fell back on a more customary kind of superstition.
‘ Not that,’ he goes on to say, ¢ inanimate things can mourn, but
they are peopled with ghosts who really do mourn, with the
ghosts of those whom the poet celebrated, and who are grieved
at the loss of his sympathy and of the fame it brought them.’

Not only do poets often affect to be superstitious, they also
affect ignorance when it seems more poetical than knowledge.
Well-educated modern poets, acquainted with geography, affect
antique ignorance of remote lands merely to give them the kind
of glamour and mystery which accurate knowledge dispels.
Every poet knows that precision of place and date spoils the
enchanting effect of poetry; that if places are mentioned at all
they had best be those of which no mortal can exactly deter-
mine the modern locality, such as the places of the Arthurian
legend ; whilst the most glorious subjects for poetry in the
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keep the purity of aesthetic emotion, which is of the most ex-
treme delicacy and always liable to be disturbed by questions of
a scientific character, foreign to its nature. For the same rea-
son the wisest artists are careful to avoid, when they can do so,
the painting of too much truth, because the public cannot un-
derstand more than a limited quantity of it ; and the doubts and
questions raised by excess of truth are just as injurious to emo-
tional effect as those awakened by its deficiency. If this state-
ment of the case is fair, as I believe it to be, the reader will now
see clearly how little praise or blame can properly be attached
to mere truth in the works of artists, except so far as it may
reveal knowledge or ignorance. An artist is not bound to tell
the truth with his pencil or brush, but he ought to know it, so
as to have it ready on occasion. It seldom happens that a
departure from truth is injurious to a drawing or a picture when
it is the result of deliberate determination, but it may be fatal
when the result of ignorance. In ordinary life deviations from
truth are pardoned when the speaker knows no better, but se-
verely blamed when he lies deliberately. The fine arts are sub-
ject to another law : in them the wilful falsehood is usually the
exercise of the artistic faculty and the involuntary wisstatement
an evidence of insufficient education.

It may seem that in thus combating the vain superstition
about the truth of artists I take away one of the greatest sources
of interest in the fine arts. There can, indeed, be no doubt
that the best way to get a complete though half-illusory enjoy-
ment out of the fine arts is to feel the emotions they excite, and
to believe them to be truthful at the same time. I well remem-
ber the delightful enthusiasm with which I fully believed, in
youth, that the enchanting scenes of Turner, especially in his
‘ Rivers of France,’ were faithful portraits of actual localities, —
an enthusiasm much more complete and entire than my present’
admiration for the craft of the artist coupled with absolute un-
belief in his topographic fidelity. Yet, on the other hand, if
a more perfect knowledge of the devices of art brings us to a



Drawing for Aesthetic Pleasure. 29

condition of distrust as to its representation of facts, we come
to possess a far keener and deeper appreciation of the artist’s
subtle wisdom and skill, and of the thoughtful labour bestowed
on work for our enjoyment with so little ostentation that the
most of it is concealed. Our admiration is transferred from one
quality to another. We believed that artists were truthful, but
after having discovered our mistake we find a compensation in
a new pleasure, the aesthetic pleasure : the delight in beautiful
or grand arrangements in art independently of any previous
occurrence in nature.

The doctrine that artistic painting is done for aesthetic pleas-
ure, and not for truth, is met by artists themselves with various
answers, of which I will select three, the strongest and best.

Some say, ¢ We paint truth, but the ideal, and not the visible,
truth.’

The reply to this is, that as all artists have different ideals,
there is no such thing as any ascertainable unique ideal which
can be properly called ideal truth; whereas we Aave ascertain-
able actual truth (not ideal) in the reality of the nature which
surrounds us. Ideals are not one, but many and contradictory ;
therefore only one of them, at the most, can be true. For
example, if Turner’s ideal is the true one, that of every other
landscape-painter of any originality is false.

Again, some artists say, ‘ We paint things, not as they are,
but as they might be.’

The desire to paint nature as it might be is laudable, but no
artist of any great composing power adheres to it in practice.
The temptation to transgress the bounds of natural law is con-
stant. For example, we very frequently find two systems of
lighting in the same picture, and the perspective, if carefully
examined, will reveal the existence of two or more points of
sight. One of the commonest licenses is to make rays of light,
like the Irishman’s gun, shoot round a corner, that a shade may
not be too uniform. Colour and effect, in nature usually very
much scattered, are purposely concentrated.
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Lastly, some artists say, ¢ We do not paint truth of fact, but
truth of impression.’

If this rule were adhered to it would produce, though not lit-
eral truth in pictures, yet still a certain mental truthfulness in
artists themselves. The modern French sect of ¢ Impression-
nistes’ have tried, in spite of ridicule, to carry the theory out
in practice. It is practicable, but only in sketches, not in large
and laboured pictures. If the reader (even supposing him to
be highly cultivated) will honestly put it to himself what his im-
pressions really are, he will find that they have all the character-
istics of a sketch, that they may, perhaps, be clear and vivid in
parts, but only at the cost of extreme vagueness and indecision
elsewhere. If such impressions were accurately drawn, and not
filled in from other sources, they would never present the ap-
pearance of finished pictures. What artists really do with their
impressions is this. They often preserve an impression received
from nature as the nucleus round which the constructed picture
is gathered ; but the details of the completed work were not in
the original impression. All that can be said is that, when the
added details are quite in harmony with the first thought, there
is a certain fidelity to the original intention, but this general
fidelity is not veracity.

Mr. Harding transferred the measure of truth from the artlst
"to the spectator by his theory that the artist need only give so
much truth as the spectator was likely to recognise. This is
very much in accordance with my opinion, that the artist should
just escape criticism on the score of truth in order to attain his
real purpose, which is the production of aesthetic pleasure. I
differ, however, from Mr. Harding in my belief that a class of
draughtsmen (not artists in any high sense) might usefully em-
ploy themselves in giving us accurate information about matters
of fact far surpassing our own knowledge. The work of illus-
tration, as I have shown in the last chapter, ought to be reliable
in details of construction and other matters no# already known
to the spectator.
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Before closing this chapter about drawing done for aesthetic
pleasure, I may justly say that the amount of truth contained in
such drawing — the general sum of truth — is often very great
indeed, even when mingled with much fiction and involuntary
error. Nothing is more wonderful than the inexhaustible depth
of the knowledge possessed by great artists. The more we
learn ourselves, the more we find that they knew long before us.
The greatest of them are so profound that in comparison with
our own science they have almost the unfathomableness of na-
ture. After twenty or thirty years of study we find that we
ave not sounded them yet, that our lives are not long enough,
that most of the things we have acquired painfully were pos-
sessed by them easily. An apparently careless hint will often
reveal their perfect familiarity with some truth that the modern
critic insists upon too strongly because he has rediscovered it
and fancies that it is new. Great artists are full of knowledge,
put they carry it lightly and are never pedantic. For knowledge,
with them, is only a means,and not an end in itself — their
end is aesthetic pleasure. To know the truth clearly, and yet
to reveal only just so much of it as the occasion requires — to
possess it for themselves, and yet never to give it to the world
unmingled with fiction, unlimited by reticence — this is the
characteristic of great artists.

We have still to consider, briefly, the effect of aesthetic pleas-
ure upon the mind.

It is at the same time a culture and an indulgence. The
most austere moralists set their faces against it as wholly evil.
Others, less austere, admit it in great moderation as permissible,
but no more. Another class of moralists has arisen of late
years, and these advocate aesthetic pleasure as a substitute for
lower indulgences. It is better, they say, to look at pictures
than to get drunk in an ale-house. There still remains amongst
men of business and scholars a certain dread and jealousy of
aesthetic pleasure, as being likely to interfere with money-getting
or unattractive studies.
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What may be fairly said in favour of aesthetic pleasure is that
it gives our life a charm which is wanting to science and wealth
so long as the aesthetic sentiment is absent. Imagine the case
of a rich man, well provided with matter-of-fact information, yet
whose life and mind are in all respects absolutely unadorned by
art. Imagine him living in some hideous street, with hideous
furniture around him. Let it be granted, if you will, that he is
so dead to the beauty and charm of visible things as not to
suffer from their absence —still, such a man’s life would be
imperfect and incomplete. He who knows the enduring charm
of that visible beauty which is the outward sign and symbol of
intellectual beauty, and which, in a world of illusions, is one of
the firmest realities, would be content with an humbler fortune,
and even with less extensive positive knowledge, if only his life
might be passed amidst lovely natural scenery, in pure translucid
air, with the sight of fair architecture and noble painting. Many
have found in the unfailing quiet pleasure which these things
afford, and in the elevation of mind which they favour, a con-
solation and a compensation for the neglect and indifference of
their contemporaries. Many an artist who has failed in the race
for fame has found happiness in the glory of nature and in the
masterpieces of those men of genius whom, if he could not
rival, his studies had at least taught him to appreciate.

The only real danger in the love of aesthetic pleasure is that,
by seductions the more tempting that they seem so innocent, it
may diminish our combative power, make us less energetic in
politics, commerce, and war, above all, less resolute morally,
less disposed to put up with what is unpleasant when we ought
to put up with it. For the fact remains that aesthetic pleasure
is an indulgence which increases our sensitiveness to many dis-
agreeable influences, and makes us try to avoid them, whereas
it may often happen that our plain duty would take us into the
very midst of them. The keen delight in lovely natural scenery
is accompanied by a shrinking from ugly places, which dis-
qualifies us for living in them even when we ought. The love of
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art indisposes us for going far away from it, and yet most of the
hard work in the world has to be done in places where there is
neither architecture nor painting. This, and the loss of time in
dreaming about beauty, are the principal dangers of aestheticism,
but every pleasure in the world is evil in its excess or in its
perversion. Surely we may grace our lives with the charm of
art, and yet keep them dutiful and energetic.

Artists themselves incur far less risk of weakening the moral
fibre by aesthetic indulgence than simple lovers of art, because
nobody can become an artist without "submitting to long toil
and bearing up against hope deferred. The discipline of prac-
tical art is quite as much moral as manual. Good work is not
only the result of natural cleverness, but of a training in the
virtues of industry, docility, and self-restraint. To labour on
till the hair is grey, often through decades of disappointment,
-to be always humbly trying to do better, to be still at school in
the maturity of life and have your skill called in question and
your knowledge denied by those who have not a twentieth part
of either — these are conditions which require a degree of moral
firmness all the greater that the artist gets no credit for it. No-
body will believe that his work is wo7£, yet, happily for himself,
it is both labour and discipline. Pursued actively, the fine arts
have little of the character of an indulgence ; it is the languid,
passive enjoyment of them which may become harmful. The
enervated connoisseur in Z%4e Woman in White could not have
borne the strain of a day’s work, but he could sit in his easy
chair and taste, in his feeble way, the wine that the much-toiling
artists had grown for him in their vineyards.
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CHAPTER 1V.

EDUCATIONAL INFLUENCES OF THE GRAPHIC ARTS.

E have seen that drawing may be done either for trutt

or for aesthetic pleasure ; that illustrative drawing of al.

kinds ought to be done for truth, and artistic drawing for pleas-
ure, not so much the pleasure of the artist himself (for to him
his production must always be a labour and a discipline) as the
pleasure of the spectator. We have now to consider the con-
nexion of these two very different kinds of drawing with educa-

tion.
Useful, or illustrative drawing,is jnvaluable as an assistance

to literary or verbal explanation. By itself it is not of very great

use. Imagine, for example, how limited would be the interest
of an illustrated newspaper if only the cuts appeared, absolutely
without words. We should not know, and if there had been
no literary explanation of similar matters elsewhere, we should
not be able even to guess, to what personages or incidents the
woodcuts referred. A king or an emperor, unless he actually
wore a crown upon his head, would be to us simply an officer
in uniform, or a gentleman in civil dress. Men of the highest
intellectual distinction, of the most splendid fame, would appear
simply as human bodies with more or less intelligent faces, and
more or less well-fitting clothes. Landscapes, in which remark-
able events had just happened, and which owed all their interest
to such events, would represent only so many acres or square
miles of the earth’s surface. Appearances very frequently de-
pend for all their interest upon our knowledge of something
which the appearance does not in the least convey, and conse-
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quently which a graphic representation of the appearance would
equally fail to convey.

This truth was ‘borne in upon’ me many years ago by a
certain scene in the Highlands. Imagine a lovely afternoon in
summer, a noble lake asleep in its basin, with only the slight
silvery disturbance of faint local breezes, and on one side of this
lake a fair bay, sheltered by a rocky promontory ; just one of
those places which a poet or a painter would choose for delicious
dreaming — a place where he might forget life’s hard realities?""‘n'
and live, for a golden hour, in harmony with the divine beauty
of the world. I am not describing the place from imagination
but from clear memory, and not from geperal recollectlon only,
but from its aspect on one particular é) €41 remember how
painful the smiling beauty of the water was to me that afternoon.
Why painful? Because a young man, whose parents lived in a
lowly, thatched cottage bard by, had been swimming in that
bay in the morning, and had been seized with cramp and
drowned, and his body lay down in the deep water below that
beautiful surface. The graphic arts could not tell you that.
The most skilful painter could only give you the visible beauty,
whilst missing the invisible tragedy, and so the whole painfulness
of the scene would be lost to you. Perhaps the artist, if he desired
to impress your mind with a vague sadness, might accomplish
it by a picture of grey and melancholy weather, under a rainy
sky, with ¢ wan water’ rippling against the cold, hard rocks ; but
the more melancholy he rendered the appearance of the scene
the farther would he wander from its true significance. What
affected me was the indifference of nature to the fate of man,
it is 4at which touches us far more closely than any fictitious
sympathy of sad-coloured cloud or sighing wind. The cottage
looked peaceful in the pleasant sunshine, but the light knew
nothing of the human sorrow there !

Again, in the description of character, graphic art fails for a
similar reason. It can only describe what is visible, but the
depths of character lie far below the surface. In all highly
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civilised societies the deadliest hatreds are clothed with outward
~ourtesy, and the most vicious natures appear decent and well
conducted. The painter can, of course, make hatred and other
bad passions visible, but in so doing he misses the main point,
which is the deceptiveness of appearances, the quiet success of
well-disciplined hypocrisy. And even when there is nothing
that can be properly called hypocrisy, when we do no more
than simply not expose our thoughts and feelings to the public
gaze, when we innocently and honourably keep, as it were, the
key of our own house, there are truths about our innermost feel-
ings which literature, even the simplest prose, can tell easily and
clearly, whilst they entirely escape the most subtle revelations
of line and colour.

Another great defect of the graphic arts is, I will not say an
absolute incapacity for narrative, but certainly an awkwardness
and clumsiness which make these arts almost unable to tell any
sequence of events without the help of verbal explanation. The
best example of painted narrative which we possess is Hogarth’s
¢ Marriage 4 la Mode,” but without the elaborate titles of the
different scenes we should not quite perfectly understand the
story ; and even as it is, at the best, it is but a few pages torn
here and there out of a novel. The largest historical picture is
but a single page of history.

The effect of these deficiencies on the educational value of
the graphic arts is very considerable, and I do not wish to un-
derrate it. They amount to this, that when truths are contrary
to appearances they cannot be represented, and that when the
sequence of events is at all intricate or elaborate the graphic
arts cannot, of themselves, explain it. These are most serious
objections to anything which is proposed as an instrument of
education.

Again, the graphic arts are often most inconveniently com-
pelled to go beyond knowledge. I hold it to be one of the
greatest conveniences of literature, as a means for imparting in-
formation, that the writer is never really compelled to say more
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great self-denial to tell plain truth, as the scene, however splen-
did, is almost sure to be much less artistic than that which
an artist’s imagination would have invented. Mr. Prinsep’s
great picture of the ¢ Proclamation of the Queen as Empress of
India,’ is a case in point. The scene itself was gorgeous in the
extreme, but Mr. Prinsep would have made a much more pic-
torial work if he had been at liberty to use his imagination.
With all its splendour, and notwithstanding the number of its
figures, the picture is formal and meagre : faults that every able
artist avoids when he has his own way.

The graphic arts may be of great use for archaeological illus-
tration when there is no necessity for truth of incident or for the
portraiture of persons. For example, an artist who combines
archaeological knowledge with the needful technical skill, may
show us how the Greeks or the Romans lived with a vividness
far surpassing our own unaided imagination. So much archae-
ological knowledge is accessible now, after the laborious re-
searches of specialists in every branch, that most of the details
of costume and ways of living are ascertainable ; and if the
artist has imagination enough to clothe these dry bones with
life, and throw himself heartily into the past, he may give our
sluggish minds an invaluable help and stimulus. Not only
should such an artist be well acquainted with details of furni-
ture and costume, but he should be able to feel and render the
permanent natural characteristics of the countries where the
ancients lived. The classical school of David, in France, failed
in its attempt to revive the past of Greece and Rome through
archaeological ignorance and blind indifference to atmosphere
and landscape. In the works of Alma Tadema, the most care-
ful study of antiquarian detail is united to an artist’s vivid recol-
lection of the colour and sunshine of the South; so that his
Romans are not only dressed in their own costumes and sur-
rounded by their own things, but they live in Italian light and
breathe Italian air.

The advance of general culture tends to put archaeological
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painting in the place of historical incident-painting, and fron
the educational point of view the change would be desirable
Historical painting, as it was understood until very lately, is a
most unsatisfactory art unless it is considered exclusively as
picture-making. I mean that historical pictures might be well
composed and richly coloured, but they gave wrong information.
They might be hung in galleries as examples of clever painting,
but it would have been worse thaa useless to hang them in
schools as a means of public instruction. Archaeological pic-
tures, on the contrary, which aim”simply at the most truthful
possible revival of past aspects of human life, which show how
a Roman lady went shopping, how Roman gentlemen reclined
at meals, how their shady gardens and cool houses looked in a
Roman summer, how the pitiless thousands gazed down into the
arena whilst the gladiator lay bleeding on the sand, or the Chris-
tian virgin stood pale as she awaited the spring of the panther;
pictures such as these are a powerful help to instruction. They
supply exactly what our idle imaginations need. It is a heavy
labour to reconstruct from verbal descriptions what the eye has
never beheld. The painter undertakes this labour for us, and
evokes visions of the past which if not always absolutely true
are still a far closer approximation to the reality than anything
we are able to imagine without his aid. Out of the dead and
ticketed collections in museums, out of the dust of ruins, and
from scattered passages in old books, he reconstructs, with the
help of the light and life still to be seen on the earth, the life
which is seen no longer.

We have observed that the graphic arts can only deal with
the visible, and that when there is a contradiction between the
appearance and the reality, when the invisible reality is of
importance, the graphic arts fail from incapacity to explain it.
We have also seen that they are often inconveniently compelled
to go beyond accurate knowledge, and so become inaccurate,
when what is really known is too general. There is nothing in
graphic art corresponding to the word ‘animal' in language.



40 The Graphic Arts.

You cannot draw a creature which may be either a man, a
porpoise, or a chameleon, nor a plant which may be either
guercus robur or draba verna. We have seen that the want of
general terms makes the graphic arts awkward and inconvenient
to use for many didactic purposes. Their inefficiency in nar-
rative has also been fully admitted. Their great use for archae-
ological illustration has been acknowledged. We have not yet
touched upon their greatest weakness as a means of instruction,
which is, that they cannot reason.

I am far from sharing the Philistine belief that the training of
an artist does not develop the reasoning power, for I am well
aware that artists constantly exercise it with regard to their own
work, and often with remarkable keenness and subtlety. At
the same time it is impossible to shut one’s eyes to the inca-
pacity of graphic art for reasoning with the spectator ; and this,
from the educational point of view, is a very serious incapacity
indeed. Mathematical studies hold their place in education
because they develop this special power of reason; but the
reasoning process is always carried through in language, and
the diagrams are only illustrations by which the process could
not be followed without the help of words. It will be under-
stood that with this incapacity for argument, painting is not,
nor can it ever be, the chief educational power which must
always be either speaking or writing. Even drawing done for
educational purposes only, and not for pleasure, can never be
anything more than an illustration of oral teaching, an assist-
ance which every wise educator would gladly welcome, and
which is far too much neglected ; but museums full of drawings
could never teach our children if the voice of the master were
silenced, and the printed page withheld from them.

The most earnest advocate of the graphic arts must be con-
tent, then, to accept for them a secondary place in education,
but a secondary place is very different from 7o place.

Our fathers simply excluded the graphic arts from the edu-
cation of gentlemen. These arts were admitted in feminine
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education, but with reference only to a mild kind of -aesthetic
pleasure, not as an exact discipline. Were our fathers in the
wrong ?

They do not seem to have reasoned or thought about the
matter. Classics and mathematics occupied their available time,
and the desire for thoroughness in these was enough of itself to
- indispose them for anything else. The idea of thoroughness
always makes men accept limits to their mental activity,. We
see this constantly in the professional spint.

So far as we are able to understand the state of our fathers’
minds with regard to the graphic arts, it appears to have been
simply a state of preoccupation. They were preoccupied with
other matters. It had been settled by the conventionalism of
the time that drawing was not a necessity, but an ornament, or
what was called an ¢ accomplishment,’ and the most manly and
substantial kind of education was thought to be better without
ornaments and accomplishments. Cardinal Newman, in his
book on Unsversity Education, expressly cautions young men
against the supposition that drawing can cultivate the mind.
He begs them to remember the distinction between education
and accomplishments, and tells them not to forget that drawing
is only an accomplishment. |

Of late years other influences have been at work, and it is
believed by many that our forefathers made a mistaken estimate
of drawing — that they undervalued its educational power. It
is believed now, by an increasing number of able and influential
persons, that the graphic arts are much more than accomplish-
ments, that they are a discipline, and a discipline not only of
the eye, but of the mind. I fully share this belief, and am pre-
pared to give the reasons for it.

The graphic arts act upon the mind in two distinct ways, which
answer to reading and writing in literature. ,

You may study work already done by others. This answers
to reading. Itrequires the same attention as reading, and when

the painter is imaginative, it requires, like the reading of poetry





































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































