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TO

SIR MARTIN ARCHER SHEE,

PRESIDENT OF THE ROYAL ACADEMY,

AND TO

THE ARTISTS OF BRITAIN.

GENTLEMEN,

| THE Subject of the following Treatise is so essentially
your own, that this address would be vain and uncalled-for, were
it not due as a mark of respect and grateful attachment to your-
selves, and an acknowledgment of the constant approbation and
friendly attention with which you have encouraged the author,

and identified him with yourselves and your pursuits.

You, Gentlemen, have attained imperishable honour, by achiev-
ing for your country the only requisite to her transcendent repu-
tation—PREEMINENCE 1IN ART; and it needs not inspiration to
foretell, that, by engrafting a refined taste on the prescripts of
nature and science, you will consummate a school of colouring

which is already celebrated and followed throughout Europe; and
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as the Greeks of old gave to succeeding ages models of perfect
form, so you will bequeath to posterity standards of perfection in

colour.

To become humbly instrumental to your progress by the
improvement of your palette, is the design of this work, and the
constant study of,

Gentlemen, .
Your much obliged
and faithful Servant,
THE AUTHOR.

Cottage, Syon Hill Park, 1834.
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PREFACE

THE progress of the Art.of Painting under the happy auspices of this
favoured country, the refinement of taste which it has so universally diffused,
and the predilection which prevails for its study and practice as a necessary
branch of polite education, render acceptable whatever can facilitate the
acquisition, or advance the ends, of this useful, elegant, and enlightening
accomplishment. Nor are the concerns of this art uninteresting in a still
higher view, since whatever refines the taste, enhances the powers and
improves the disposition and morals of a people,—and whatever improves
the morals, promotes the happiness of man, individual and social. Hence
the high moral and political value of this art, to say nothing of its commer-
cial and religious uses, upon which so much stress has been justly laid.
Among the means essential to proficiency in Painting, none is more
important than a just knowledge of Colours and Pigments—their qualities,
powers, and effects; and there is none to which the press has hitherto
afforded fewer helps. There have appeared, it is true, at different times,
several works professing this object, and most of our encyclopedias and

c
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books of painting treat cursorily on this branch of the art; but not only are

-these for the most part transcripts of the same obsolete originals, unsuited
to the present state of the art, but they are inadequate, irrelevant, and often
erroneous or untrue, as every one acquainted with the subject is aware.
Hence have arisen several inducements of the author to attempt a guide to
the knowledge of colours and pigments generally, and with reference to the
Art of Painting in particular.

Most technical readers are fond of recipes and devices communicated as
secrets of art, which are accordingly liberally supplied by the caterers to
this taste, who compile them in general upon very vague authority; hence
the author anticipates some dissatisfaction from those who are in search of
royal roads to knowledge, or stratagems and secrets of art: but one prin-
ciple is worth a hundred processes,—nor was it by prescription, but by the.
spirit of philosophy, that the Greeks carried the arts to sublime perfection.
Hence it is not a detail of the processes for producing pigments that is here
intended, which belongs to another extensive art not to be learnt from brief
recipes, and upon which the author has a distinct work in hand ; * and it is
a pursuit accidental and subordinate to painting, in which the pictorial
artist can never attain the skill of the chemical colourist without a propor-
tionate sacrifice of his own art, if not, unhappily, of his fortune also,—as

was the case with Parmegiano, and has been with others in our own day,
who

Their time in curious search of colours lose,
Which, when they find, they want the skill to use !

SHEE.

However imperative such sacrifice might have been to the earlier pain-

¢ Which will complete his original intention, expressed in his ¢ Chromatics,” of treating on
the relations, the nature, and the preparation of colours, &c.
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ters, there is no want in the present day of furniture for the palette,—
since pigments, and fine ones too, so abound, that nearly as much expe-
rience is requisite to a judicious selection of them as was formerly required
for their acquisition or production ; to which also there is little temptation,
since the expence of the palette, which was immense to the antient masters,
is comparatively trifling to our contemporaries. The principal object of the
present Treatise is, therefore, by pointing out the true character and powers
of colours and pigments, to enable the student to choose and employ judi-
ciously those which are best adapted to his purpose, and thereby to prevent
the too frequent disappointment of his hopes and endeavours by a failure at
the very foundation of his work. Such failures are often attributed to bad
materials; but whatever practices may have formerly prevailed for imposing
false and adulterate articles upon the artist, either through ignorance or
fraud, it is due to the respectable colourmen of the present day to bear tes-
timony to the laudable anxiety and emulation with which they purvey,
regardless of necessary expence, the choicest and most perfect materials for
the painter’s use ; so that the odium of employing bad articles attaches to
the artist, if he resort to vicious sources or employ his means improperly.
As, however, perfection in all art is a vanishing point, there will be always
something to desire in colours, vehicles, and in all the materials of painting ;
and since the necessity for, and the practice of, the artist in preparing his
own materials has ceased, it is the more essential that he should be enabled
by precept to select, appreciate, and understand the pigments and colours
he employs.

As colours or pigments* refer to the various modes in which painting is

practised, and as these modes differ most essentially in the mechanical

¢ The term colour being used synonymously for pigment, is the cause of much ambiguity,
particularly when speaking of colours as sensible or in the abstract; it would be well therefore

if the term pigment were alone used to denote the material colours of the palette.
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application of colours, in their chemical combinations, and in the purposes
to which they are applied,—the chemical and mechanical properties of pig-
ments have been indicated herein, and the appropriate application of each
pointed out, so far as to enable the student in each mode to make his own
selection ; and, with a view to the same end, Lists or Tables of Reference
are subjoined, in which pigments are classed according to their uses, pro-
perties, and propensities.

A due selection and employment of colours materially is not alone suf-
ficient,—an adequate knowledge of their reciprocal, sensible, and moral
influences in painting, is essential to the production of their full effects on
the eye and the mind; and, notwithstanding these effects and influences,
belong to the higher aims of the colourist, and are of a theoretical bearing,
the subject is so connected with the primary object of the work, that it
forms also a feature thereof, in subordination nevertheless to practice ;—for
colouring, like every other art that has its foundation in nature, refers
to a whole, and cannot be rightly comprehended, nor perfectly practised,
without some attention to all its parts ;—hence also the physical causes,
relations, and expression of colours have been briefly investigated therein.

To those who choose to study colours philosophically, or to amuse
themselves in the ample field of the colourist, even independently of the
art of painting, some details of the author’s experience have been appended,
interesting for their own sake, and not without reference to the cultivated
mind of the painter, who exercises his art with an intelligence beyond
mere instinct and imitation. Nor is this department of his work devoted
to mere rational amusement or mental satisfaction, but aims at fixing some
of the principles of coloﬁring upon the ground of science,—at establishing
a metral standard of colours, which may be of general practical utility ; and

contributing toward a new and improved theory of vision, light, and colours.

So much for the design of this performance, which might have been
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augmented with much additional matter, had the limits of the work per-
mitted : some few things not included in the above, but in useful con-
nexion therewith, have, however, been touched on, for which the reader
is referred to the Index. As to the peculiar form this attempt has taken,
it is to be attributed to the request of an eminent publisher of works of
art, that the author should render a subject, which might be dry to many
readers, more popular than scientific: he may, nevertheless, have failed in
this particular, since he is unconscious of any talent for popularity. Whe-
ther or not the author will, upon the whole, have succeeded in the accom-
plishment of a useful purpose, he professes his intention to have done so,
and the foundation of his attempt throughout upon truth, actual observa-
~ tion, and experiment,—principally in the view of the artist,—partly in that
of the chemist and natural philosopher, and divested, as much as might
well be, of the technicalities which keep these arts asunder.

Should the artist, as he will, find herein matters of his previous know-
ledge and observation, he will reflect that every reader has not the
skill and experience of an artist; and if he meet with thingé erro-
neous, the author courts correction and improvement; while in return
he tenders his own experience to the inquirer in any way connected
with the art. With respect to the application of colours in painting,
recourse must be had to practice under the direction of an able master,
'several of whom have published valuable works of instruction in the various
branches of the art * —for of this the student may be assured, that, however

useful recipes may be in cookery and pharmacy, the skill of colouring is not

¢ Such are Dagley’s Compendium of the Theory and Practice of Painting, in which the
elements of the art are treated with classical simplicity and method ;—Mr. Harding’s inge-
nious and admirable Treatise on the Use of the Black Lead Pencil, &c. ; Mr. Burnett’s elegant

performances on Composition, Chiaroscuro, and Colouring ; and various others on different de-

partments of the art.
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to be acquired by any such off-hand processes ; and that perfect success
therein will require—what no literary work can supply—the constant and
united efforts of an able hand, a good eye, and a cultivated judgment—
directed in the first instance to the works of good colourists, and perfected
by an assiduous application to nature.

But though the records of literature and science cannot alone produce a
colourist, nor form the practical painter in other respects, they may become
most important auxiliaries,—not merely byrecreating his faculties, instructing
his hand, and extending the sphere of his art, by endless analogies through-
out the field of history and philosophy, and the vast regions of poetic fancy ;
but also by exciting a just enthusiasm, and stimulating his invention, while
they enlarge his judgment and refine his taste; supporting at the same
time that connexion with learning which gives dignity to fine art, and
raises it above mere manipulation. Indeed there never was a truly great
artist who did not unite with his ability somewhat of literary talent, incli-
nation, or acquirement; nor is there a surer mark of a low and groveling
genius than a contempt of theory or science, and an over-devotion to the
mechanical and practical in art; for the connexion of art with science,
theory, and practice, and of these with literature, is most intimate and
indissoluble; nor is it likely the artist should paint the worse for being
acquainted with the philosophy of his art. We derive hence an excuse
for having, even in this lowly performance, attempted to draw philosophy
on the one hand, and poetry and harmonics on the other, into intimate
connexion with colours and colouring, by a variety of natural analogies
and poetical instances.

To his Subscribers the author’s acknowledgements are due, and his
satisfaction will be much augmented if he find in the end that he has not

entirely disappointed their expectations. In tendering such acknowledge-
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ments he cannot suppress his sentiment of deep regret, that several imme-
diate disciples of the illustrious Reynolds, and other encouragers of this
work, have been called from the career of art. Among these are his favour-
ite pupil, the shrewd and amiable Northcote,—the tasteful and admirable
Stothard, whose last signature in behalf of art was given to this work with
peculiar grace and urbanity,—and the late elegant and courteous President
of the Royal Academy, Sir Thomas Lawrence, who was the first to desire
his name to be placed on the list of its subscribers.

No praise of the author could do adequate honour to these eminent men :
they will receive from posterity the meed of reputation which is due to
their various and exalted merits.
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CHROMATOGRAPHY;

on,

A TREATISE ON COLOURS AND PIGMENTS, &c.

CHAPTER L

ON COLOURING.

*¢ Colouring is the sunshine of the art, that clothes poverty in smiles, and renders the prospect
of barrenness itself agreeable, while it heightens the interest and doubles the charms of beauty.”
—OrPIE's LECT. 1v. p. 138.

How early, and to what extent, colouring may have attained the rank
of science among the antients, is a question not easily set at rest; but
that some progress toward it had obtained, even among the early Egyptians,
is a fact proved by the late researches of the Messrs. Salt, Beechey, and
Belzoni, who have again opened to us the magnificent tombs of the Egyp-
tian kings at Thebes. The former of these gentlemen has described
the walls of the royal mausoleum as covered with paintings in fresco,
so fresh and perfect as to require neither restoration nor improvement:
so far from it, that neither of those artists, with all their talents and attention
in copying them, found. it possible to equal the brilliancy of the originals ;
which, according to the literal expression of Mr. Salt, *“ as far as colours go,
throw all others completely in the back-ground :” he adds, ** the most minute
attention and painful labour are not equal to give a faithful idea of the fasci-
nating objects of these designs. The scale of colours in which they are
A
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painted is that of using pure vermilion, ochres, and indigo; and yet they
are not gaudy, owing to the judicious balance of the colours and the artful
management of the black. It is quite obvious that they are worked on a
regular system, which had for its basis, as Mr. West would say, the
colours of the rainbow, as there is not an ornament throughout the dresses
where the red, yellow, and blue are not alternately mingled, which pro-
duces a harmony that in some of the designs is really delicious.”

It may however be remarked, that as these paintings were viewed by
torch-light, it is probable the blue and yellows, which looked like indigo
and ochres, suffered in appearance from the colour of the light, and were
perhaps painted with a yellow brighter than ochre, and with the celebrated
Armenian blue, of a livelier character than indigo ; and, if not identical with
our ultra-marine, was even of greater pecuniary value and esteem among
the antients : and, with respect to the harmony of these paintings, it is ob-
vious that it was of the simplest kind,—a first step that extended only to the
crude accordances of the primary colours, and precisely that of the native
Mexicans, South Sea islanders, and the North American Indians at this
day.* So late indeed as Van Eyck, and the earlier masters of the German
school, the practice of colouring had in it much of the same primeval cha-
racter.t .

The above account of the ancient Egyptian painting is fully borne out by
the testimony formerly given by Diodorus Siculus, Norden, Dr. Perry, and,
recently by M. Champollion and others. Norden remarks, ¢ that the
manner of painting is so totally different from any thing in practice at this
time, as to make it necessary for me to give you some slight idea of it. A
painting eighty feet high, and proportionably broad, is divided into two
ranges of gigantic figures in bas-relief, and covered with most erquisite
colours, suited to the drapery and naked parts of the figures. But what is
still more wonderful is this—that the azure, the yellow, the green, and the other
colours made use of, are as well preserved as if they had been laid on but yester-

* Since writing the above, we have been favoured with some beautiful Indian work from Nova
Scotia by the lamented lady of the noble admiral, late chief on the North American station, in
which the combinations of the primary colours, and management of black and white, are per-
fectly illustrative of the remarks of Salt, Norden, and others, respecting the colouring of the
ancient Egyptians,

4+ Examples of which may be seen in the admirable collection of Charles Aders, Esq., to
whom, and to whose talented lady, the author is indebted for frequent opportunities of con-
firming this observation.
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day, and so strongly fixed to the stone that I was never able to separate
them in the least degree.”—Templeman’s Norden’s Travels, p. 33.

Dr. Perry, who visited Upper Egypt about the beginning of the last cen-
tury, describes, among the stupendous ruins at Carnac, on the site of
antient Thebes, an apartment ‘‘ one hundred paces wide, and sixty deep;
perfectly crowded with pillars twelve feet in diameter, and seventy-two
high : all these columns, as well as the ceiling, roof, and walls of the apart-
ment, are quite covered or crowded with figures in basso-relievo and hiero-
glyphics; all exquisitely beautiful, and finely painted all over ; and, which
may seem very extraordinary, all these things look as fresh, splendid,
and glorious, after so many ages, as if they were but just finished.”— Perry’s
View of the Levant, p. 341.

M. Champollion, jun. has given a similar account; and all agree in de-
scribing these colourings of the Egyptians in the most glowing terms of
admiration.

From Philocles, the Egyptian, we have historical evidence that the
Greeks obtained the seed of their Ars Chromatica, which the latter are said
to have carried by gradual advances of the art during several centuries from
the monochromatic of their earlier painters, to the perfection of colouring
under Zeuxis and Apelles. Thus the principles of light, shade, and colours
in painting appear to have been understood by the antient Greeks to have
been lost with their valuable treatises on the art, including that of * Eu-
phranor on Colours,” ever since the time of the Romans, and not to have
been recovered at the restoration of learning in Europe. Accordingly
M. Angelo, Raffael, and all the early Roman and Florentine painters, so
eminent in other respects, were almost destitute of those principles, and of
all truly refined feeling of the effects of colouring.

The partial restoration of this branch of the art of Pamtmg, if not even
its invention, seems to have been coeval with oil-painting; and the glory
of it belongs to the Venetians, to whom the art passed with the last re-
mains of the Grecian schools and their productions, after the capture of
Constantinople at the beginning of the thirteenth century, and among
whom Giovanni Bellini laid its foundation, and Titian carried it to its
highest perfection. From the Venetian it passed to the Lombard, Fle-
mish, and Spanish schools. It is to be doubted, notwithstanding, whether
there was not as much of instinct as principle in the practice of these
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schools, and that colouring remains yet to be established in its perfection
as a science.

The historical distribution of Painting according to the schools is not per-
haps exactly coincident with its true, natural, and philosophical classification,
according to which there are but three principal classes or schools; viz.
the gross and material, which aims at mere nature, to which belong the
Dutch and Flemish schools ; the sensible, which aims at refined and select
nature, which accords with the Venetian school; and the intellectual,
which corresponds with the Greek, Roman, and Florentine schools, and
aims at the ideal in beauty, grandeur, and sublimity : and it is somewhat
remarkable, in a scientific view, that these schools should have retro-
graded.

If the excellence of the Roman and Florentine schools in the high de-
partments of figure, composition, and expression, must be admitted, they
fail, nevertheless, in the just effect of an art which addresses itself to the
mind through the sight. Their works, accordingly, have often as little
effect upon the eye, as the finest poetry badly set to music has upon the
ear ; and as this would be better without the music, so those would often
be better without their colour. True, natural, and unaffected taste, which
admits no unresolved discordance among its objects, will therefore prefer
generally the Venetian, to the Roman and Florentine schools, because it ex-
cels in that which is the essential basis of the art and its end of pleasing,
by the medium of sensible impression.

Upon the same principle, the sublimest sentiments delivered, however
accurately, in language unmeasured and inharmonious, will never redeem
the performance of the poet, nor raise it above more ordinary thoughts de-
livered in the true measure and melody of speech; for these are the first
essential,—the constituent matter,—the very colour of the poet’s art.

o

Poets are Painters ;
Words are their paint by which their thoughts are shown,
And Nature is their object.

GRANVILLE.

Or, as Horace thus briefly expresses it :—
¢« Ut Pictura Poesis erit.”

So also, according to a correct analogy, colouring may be called the elo-
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quence of painting,—the animating principle which gives life and action to
the fine thoughts of the painter.

‘¢ Among the several kinds of beauty,” says Addison, * the eye takes
most delight in colour. ‘We no where meet a more glorious or pleasing show
in nature, than what appears in the heavens at the rising and setting of the
sun, which is wholly made up of those different stains of light, that show
themselves in clouds of a different situation. For this reason we find the
Poets, who are always addressing themselves to the imagination, horrowing
more of their epithets from colour, than from any other topic.”—If then the
purpose of painting be analogous to that of poetry, how much more power-
ful and important must the expression of colour be to the painter than to
the poet; and how absurd the affectation of the artist or critic who under-
values colouring,—the sole object of sight,—the sole matter of Painting,
whose mistress is Nature, and to her only we need appeal for evidence of
its powerful effects in grandeur, as well as in sublimity and beauty.

In the practice of the individual in Painting, as well as in all the revo-
lutions of pictorial art, in ancient Greece as in modern Italy, colouring
has been the last attainment of excellence in every school ;* thus Zeuxis
succeeded and excelled Apelles in colouring, as Titian did Raffael. There
is hence just reason to hope the artists of Britain will transcend all pre-
ceding schools in the chromatic department of Painting, if even in their
progress they should not surpass them in all other departments, and in
every mode and application of the art, as they have already done in an
original and unrivalled use of water-colours in particular, in the perfec-
tion of landscape, in the new and beautiful device of panoramic perspec-
tive, and in engraving. :

Happily too, a school of colouring has arisen, that confirms this expecta-
tion, strengthened also by the suitableness of our climate to perfect vision,
—by that mean degree of light which is best adapted to the distinguishing of
colours,—by that boundless diversity of hue in nature, relieved by those fine
effects of light and shade which are denied to more vertical suns,—and
by those beauties of complexion and feature in our females, by which we

* And that also of rarest occurrence, if not of greatest difficulty ;—hence Du Pile justly
remarks, ¢‘ that for near three hundred years since Painting was revived, we could hardly
reckon six Painters that had been good colourists.” He might have added—** among thou-
sands who had laboured to become such.”—Du PiLE’s DIALOGUE, p. 28.
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are perpetually surrounded ;—respects in which at least our country is not
unfavourable to art. In many obvious references too, this country resem-
bles Venice of old, the greatest of whose antient glories is still her Titian,
her Giorgione, and her school of colouring; and England has had her
Reynolds, and Wilson, and still has living colourists, of whom we will not
offend the modesty, nor distinguish invidiously. It has, however, been
urged to the disparagement of the British school, that it excels in colour-
ing ; as if it were incompatible with any other excellence, or as if nature,
the great prototype of art, ever dispensed with it.

This appeal from the decisions of criticism,* in behalf of colouring, is
not intended to militate against the necessity the Painter is under, of study-
ing the other branches of his art, nor to assert the redeeming power, or
the exclusive excellence, of colouring.t

For ’tis the MIND that makes the body rich;
And as the sun breaks through the darkest clouds,
So Honour ’peareth in the meanest habit.
‘What! is the jay more precious than the lark
Because his feathers are more beautiful ?
Or is the adder better than the eel,
Because the painted skin contents the eye ?
SHAKSP,, TAMING OF THE SHREW.

Colouring alone will not therefore constitute a picture; still colour is
“the flesh and blood of the art,—and if it be wanting, the finest per-
formances will remain lifeless skeletons, and fail to please ; and as the
proper end of painting is to please, and there is a higher and more effectual
medium for addressing mind, the most intellectual performances of the
painter, and the grandest efforts of his invention, will fall short of their true
purpose, if they pass not to the mind by the medium of pleasurable effect
through their appropriate sense of sight, of which colour—and colour alone—
is the immediate object ; and what is Painting altogether but the art of re-
presenting visible things by light, shade, and colours ? Colouring is therefore
the first requisite, the matter and medium of the Painter’s art: it is indeed

® See Note A.

+ As music relates to sound simply, and poetry, or figurative speech, to signification; and
as these when united become sound significant, so it is with colouring in respect to Figure, §c.;
the first belongs principally to the harmony of Painting, the latter to its sentiment or poetry,
while in the perfect picture they are united.
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the first quality which engages attention and regard —the best introduction
to a picture, and that which continues to give it value so long as it is
regarded. In the grosser matters of taste a food or medicine may be both
salutary and nutritious, but we nauseate it if it be not also palatable or wel/-
tasted : such is Painting without colouring, and so it is with all objects of
sense ; nor did the first and greatest critic that ever lived assign any higher
end than pleasure to even Poetry itself.* It was the deficiency of colouring
in the great works of the Roman and Florentine schools which occasioned
Sir Joshua Reynolds, with such admirable candour, to confess a want of
attraction in their works, and to declare the necessity of a forced and often-
repeated attention, with previous cultivation and profound investigation of
their other excellences, to a just relish and estimation of their greatness,
which hundreds have affected to admire upon authority, without feeling or
comprehending.t For this deficiency in the colouring of these great masters,
apologies more ingenious than just have been offered by eminent critics, to
the perversion of taste and truth; while some, through false admiration or
want of sense, have attributed fine colouring to these masters.

It is the consecration of great names which blinds, betrays, and ruins their
followers; and it is no less true than lamentable, that the modern Italian
schools have fallen a sacrifice to the greatness of their models. And so it is
in all sciences when great human authorities have subverted the authority of
nature—the master of masters!

Nature is made better by no mean,
But Nature makes that mean. So o’er that art
Which you say adds to Nature, is an art
That Nature makes. You see, sweet maid, we marry
A gentler scion to the wildest stock,
And make conceive a bark of baser kind
By bud of nobler race. This is an art
‘Which does mend Nature—change it rather,—but
The art itself is Nature.
SHAKSP., WINTER’s TALE.

With respect to those departments of Painting which have been ranked
above, and represented as inconsistent with colouring, it may be questioned
whether this is not to be attributed to a proneness, common enough in all
cases, to consider the greatest difficuities as the highest attainments of art;

¢ Aristotle’s Poetics. + See Note B.
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that which is most rare as of highest esteem, and to the mistaking of noveity
or singularity for beauty and excellence ;—but we have to remember that that
which is most beautiful, like that which is most useful, is least rare in nature ;
nay, it is beautiful abstractly, because it is not rare. Thus the most common
form of any thing is the most general or middle form, and such the Greeks
have taught us is also the most beautiful and natural. We have to consider
also, that colour individually gives finish or final value to all the productions
of nature, not excepting the diamond ;—and that he who has attained
colouring in its complex and higher relations, has rivalled Nature in her chief
beauty, whatever we may determine it to be in art.

Indeed the greatest masters of design in every school have given ready
testimony to the claims of colouring; und, according to Vasari, even Michael
Angelo himself, the greatest of them all, conceded to Titian, on viewing his
Danaé, that he wanted nothing but the correctness of the Roman school to
have rendered him the greatest painter that ever lived. There never was,
indeed, is not, nor ever will be, any painter who does not colour well, for
any other reason than because he is not able; and he, who should teach
neglect of colouring as a doctrine, will find no disciple of true feeling and
ability who would follow him. No master individually, nor school collec-
tively, can be regarded as perfect without this first and last accomplish-
ment of the art; nor did Painting attain its immortal reputation in
Greece until Zeuxis and Apelles had conjoined colouring to the climax of
its excellences, nor will such high repute ever attach itself to any modern
school without it.

Every one knows the false taste and absurdity which have sprung from
the admiration of difficulty and novelty, in place of the natural and expres-
sive, in the sister art of music ; and it behoves the true lovers of art to guard
against similar degeneracy in Painting, that she may not sink in like manner
by quitting the charms of nature for those of artifice and false refinement,
nor even abstract herself in those sublimities or excellences exclusively,
which the artist alone can appreciate.

Considering that the evidence of the eye is superior to that of the ear, and
that the science of colours should be naturally easier than that of sounds, it
is remarkable that music should have taken the advance of other, sciences,
and that colouring, as a science, remains yet in the rear. This precedence
the former may perhaps owe to its more sensual character, as well as to its
connexion with poetry :—since, however, these arts are intimately related



ON COLOURING. 9

and analogous, the colourist may justly trust to advance and perfect his
science by following wherever the others lead, and particularly so by
adopting, as far as possible, the harmonic principles of the musician.

We must not quit our subject without remarking, that there is a vicious
extreme in this branch of Painting, and it is that in which colouring is
rendered so principal, as by the splendour of its effects on the eye to
diminish all other powers of a work upon the mind, or by want of subor-
dination in the general design. to overlay the subject ;—no excellence of the
mere colouring can in this case redeem from censure the performance of
the painter. Add to which, there is a negative excellence which belongs to
colouring, whence the painter is net always to employ pleasing and harmo-
nious colours, but to take advantage of the powerful effects to be derived
from impure hues, or the absence of all colour, as Poussin did in his
‘Deluge,” thus well commented on. by Opie:—‘ In this work there
. appears neither black nor white, neither blue, nor red, nor yellow ; the
whole mass is, with little variation, of a sombre gray, the true resemblance
of a dark and humid atmosphere, by which every object is rendered indis-
tinct and almost colourless. This is both a faithful and a poetical concep-
tion of the subject. Nature seems faint, half-dissolved, and verging on
annihilation ”  But this want of colour is a merit of colouring, and not
its reproach. Vandyke employed it with admirable effect in the back-
ground of a Crucifixion, and in his Pieta; and the Phaéton of Giulio
Romano is celebrated for a suffusion of smothered red, which powerfully
excites the idea of a world on fire, although this artist, like his school, was
deficient in the more subtile graces of colouring. In no case, however, is
any thing legitimate in art that has not an authority in nature; and in
Painting, as in Poetry, the imaginative must be founded on the true. With-
out this basis, effect falls into extravagance—grace into affectation—beauty
into deformity—and the sublime into the ridiculous. Where truth and
nature end, vice and absurdity begin ; hence the moral influence of pure art,
in which the habits of truth and honesty conduce to success, and are essen-
tial in a high degree to all the attainments of genius. The painter may,
notwithstanding, deviate from the real into the ideal or abstract, even so far
as in some instances to violate probability, but never to transcend possi-
bility. To deviate successfully from objective truth presupposes, neverthe-
less, both judgment and genius in the painter; that is, the power of justly
imagining and generalizing.

B
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To conclude—it is not in painting and decorating,—in the sentiments it
excites, nor in the allusions of poetry that the value of colouring is com-
prised ; it has an intrinsic value which, by augmenting the sources of inno-
cent and enlightened pleasure, entitles it to moral esteem. We all know
the delight with which music gratifies the ear of the musically inclined.—
The lover of art would not for worlds forego the emotion which arises from
regarding nature with an artist’s eye ;—but he who can .regard nature with
the intelligent eye of the colourist, has a boundless source of never-ceasing
gratification, arising from harmonies and accordances which are lost to the
untutored eye ;—rocks and caves,—every stone he treads on, mineral, vege-
tal, and animal nature,—the heavens, the sea, and the earth, are full of
them ; wherever eye can reach or optical powers can conduct, their beau-
ties abound in rule and order, unconfounded by infinite variety; and to
assert that colouring permeates and cjothes the whole visible universe, in-
curs no hyperbole.
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CHAP. II. -

ON THE EXPRESSION OF COLOUR.

«¢ Every passion and affection of the mind has its appropriate tint ; and colouring, if properly
adapted, lends its aid, with powerful effect, in the just discrimination and forcible expression of
them ; it heightens joy, warms love, inflames anger, deepens sadness, and adds coldness to the
cheek of death itself.”—OPIE’S LECT. 1v. p. 147.

Assurep as we must be .of the importance of colouring as a branch of
painting, colours in all their bearings become interesting to the artist. This
subject, considered in the whole breadth of its survey, appears to refer to the
material principles of colours, to their sensible relations, and to their intel-
lectual effects, or highest purpose.

We will first discuss the latter of these, which is the prime object of
colouring, comprehending the effects of colours and colouring on the pas-
sions, sentiment, and affections of the mind, and may therefore be termed
the Expression of Colour ; a subject which, if it has not been totally without
light, has been involved in much obscurity : and if philosophers have hitherto
argued respecting the causes and harmony of colours with little of the con-
fidence of science, they have spoken of their expression and moral effects
with more imperfect apprehension, or even with confusion. There may
indeed be some who, from natural organic defect or uncultivated sense, will
question these latter effects altogether. Yea,

The man
Whose eye ne’er open’d on the light of heaven
Might smile with scorn, while raptured vision tells
Of the gay-colour’d radiance flushing bright

O’er all creation ——.
. AKENSIDE.

Yet the enlightened artist acknowledges these effects from having seen and
felt them; and having felt them, it becomes a purpose of his art to produce
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them to the feelings of others gifted by nature or attainment to enjoy them.
This alone is sufficient to render these powers of colours the subject of his
serious inquiry, and to give value to hints and suggestions which may assist
in realizing them in his practice, when, according to the expression of Addi-
son, he is *“ obliged to put a virtue into colours, or to find out a proper
dress for a passion,” &c.—Treatise on Medals, Dial. 1.

For evidence of the natural expression of colours, we need not look
beyond the human countenance, that masterpiece of expression, in which
are acknowledged—the redness indicative of anger and the ardent passions,
and the blush of bashfulness and shame betraying a variety of conscious-
ness, —the sallowness or yellowness of grief, envy, resentment, and the
jealous passions, —the cold, pallid blueness of hate, fear, terror, agony, de-
spair, and death; with a thousand other hues and tints accompanied by
expressions readily felt, but difficultly described or understood.*

If we turn our view from the face of man to that of nature in the sky, we
find colour equally efficient in giving character, sentiment, and expression
to the landscape, indicating the calm and the storm, and in infinite ways
betraying the latent emotions of the spirit of nature.

It is by this influence that the greenness of spring indicates the youth,
vigour, and freshness of the season; that the light, bright, warm, yellow
hues of summer express its powers ; that the glowing redness of fruits and
foliage denote the richness of autumn,—

Yon hanging woods that, touch’d by autumn, seem
As they were blossoming hues of fire and gold.
COLERIDGE.

and that blue, dark gray, and white tints express the gloom and wintry
coldness of nature.

The analogy of the natural series of colours, with the course of the day
and the seasons, coincides with the ages of man or the seasons of life, and
adapts it to express them in the hues and shades of draperies and effects;
from the white or light of the morn or dawn of innocuous infancy,

®* Whether these colours of the human countenance are to be variously ascribed to the
agency of nerves, blood-vessels, or lymphatics ;—whether the warmth and redness expressing
active feeling be not attributable to arterial action, and the cold hues of passive suffering to
venous re-action ; — and whether the passions denoted by the sallow or yellow kue are not
biliary affections—are questions we leave to the anatomist.
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through all the colours, ages, and stages of human life, to the black or dark
night of guilt, age, despair, and death. )

Throughout all seasons, and in all countries, it is by the colour of his
crops that the hopes, fears, acts, and judgments of the husbandman are
excited ; nor are the colours of the ocean and the sky less indicative to the
mariner ; nor the colours of his merchandise to the merchant,—so universal
is this language of colour, the sole immediate sign to the eye, which is the
chief organ of external expression and intelligence.

Whether it be the face of nature or of man that is tinged with the varied
expression of the gloomy and the gay, it reciprocates corresponding senti-
ments in the spectator, and we even form judgments of the disposition,
temperament, and intentions, as well as of the youth, vigour, age, and race
of individuals by colour and complexion; hence colours have been made
symbols of the passions and affections, denoting by a sort of tacit consent
their connexion with moral feeling, all of which is transferable to the
canvas. _

Of these popular symbols, black denotes mourning or sorrow ; gray, fear,
&c. ; red is the colour of joy and love ; blue, of constancy ; yellow, of jea-
lousy; green, by a physical analogy, of youth and hope; and wkhite, by a
moral analogy, of innocence and purity. - -

These remarks do not apply merely to the more positive colours indivi-
dually, but extend with even greater force to the more neutral or broken
compounds, every hue and shade having its corresponding shade of expres-
sion and reciprocation, affording materials for the cultivation of feeling and
taste; the sublimest expression vibrating in all cases to the most delicate
touch. The subject is fertile, but enough has been said to confirm the fact,
if it can be disputed, of the general, moral, sentimental, and natural
expression of colours, analogous to that of musical sounds; and of the
expression of colours individually we shall take further occasion to speak
under their distinct heads. _

By what mysterious power colours and sounds thus vibrate and reflect
these affections, is beyond our present inquiry ; if the fact be established,
by investigating its instances we may induce or generalogize a theory, or
advance our practice, in which we already acknowledge the powers of
colours to soothe and delight by gradation of hue and shade, to excite and
animate by their various contrasts, and to distract and repel by infraction
and discordance.
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. It may be doubted indeed whether the expression of colour is not
naturally more powerful than that of form or figure; for, though form has
also its natural expression, it owes its chief force to the auxiliaries of
custom, association, and consent; whence lines and forms have almost -
usurped the office of expression with the painter, but, aided by the influence
of colour, they become irresistible. Perhaps colour and form have pecu-
liarities of expression which ought to be distinguished ; and, if we might
venture an opinion on this head, the expression of form is more powerful in
figuring the passions; and that of colour, in representing and exciting the
more delicate perceptions of internal feeling and sentiment : the one is the
rhythmus of expression, and, like those of poetry and music, strikes every
eye; the other is the harmony that touches certain natural chords, which
vibrate to an eye gifted or cultivated to perceive and feel it.

The choice of colours then which the artist infuses into, and with which
he clothes and surrounds his figures, or his scenes and compositions, is by
no means arbitrary, nor merely an affair of conformity to the natural object,
or of sensible satisfaction to the eye; but has, in its highest view, a rational
and moral reference to the mind, dependent on the subject, and the sentiment
or moral he means to excite or convey : and our common habits of thinking
and speaking coincide herein when we attribute moral and sensible qualities
to colours, by denominating them faint or strong, true or false, foul or fair,
harmonious or discordant, dead or lively, sedate, fresh, good and bad,
modest and meretricious, solemn, gloomy and gay, &c.; and it is hence by
tone and colouring that the artist is able to aid and excite the ruling and
subordinate sentiments of his performance in the manner of the musician ;
and that, although he should copy nature in his colouring, he will not do so
servilely, but with taste, discrimination, and reference to these ends. There
is the ideal in colouring, as well as in forms, which belongs to the
perfection of beauty and sentiment, which it is the highest office of the
painter to attain; and it is that in all these arts to which .the philosophic
minds of the Greeks aspired : “ Is not painting, Parrhasius, a represen-
tation of what we see? By the help of canvas and a few colours you
can easily set before us hills and caves, light and shade, straight and crooked,
rough and plain, and bestow youth and age where and when it best
pleaseth you; and when you would give us perfect beauty (not being able to
find in any one person what answers your idea) you copy from many what is
beautiful in each, in order to produce this perfect form.”—Xenoph. Mem.
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c. x. p. 167. It is the same in colouring, it must be induced or generalized.
But of ideal beauty, in every case, nature must supply the means,—not
individually, but in the way of selection, generalization, and refinement ; for
there is no other source of fine ideas in science or in art.

It is in the election of his colours, not less than in their use and arrange-
ment, that the artist merits the reputation of a colourist; and he may per-
haps borrow from, as well as contribute something to, the poet, who has not
failed to avail himself of the powers of colours on the imagination in
exciting, heightening, and extending ideas and sentiments,—in the construc-
tion of epithets, the decoration of figures natural and rhetorical, and in all
the imagery and witchery of his art. We may indeed truly remark, with
respect to the poets, that many of the most exquisite passages of their works
are indebted to colours principally for their beauty and effect.

The expression of colour in poetry must of course be limited to the signi-
fication of terms, which, with respect to colours, is hitherto confined to their
simple names and relations: poetry, therefore, falls far short of nature
and painting in this respect ; it is nevertheless open to all the refinements of
language and art, on which point much remains to be done by the poet,
and herein the painter may refund part of the obligation he owes to the

bard : '
Blend the fair tints, and wake the vocal string.

CoLLINS. |

Poets, like painters, are comparatively good or bad colourists ; and it is
remarkable that the poets of nature are invariably the best, while the poets
of art, and imitators, are as indifferent colourists as those painters and
copyists are who have studied colouring in pictures only. Hence some of
the earlier poets, who probably drew their images more immediately from
nature, have availed themselves more, and more truly, of the powers of
colours than later poets; whence Spenser, and Shakspeare in particular, are
painter poets. This remark is not quite applicable to the schools of
painting in which, as before observed, colouring has been the latest attain-
ment of the art, although not without exception, nor without traces of na-
tural colouring in early examples of the art.

" The latitude and licence of the poet with regard to the use and expression
of colour is even wider than that of the painter, and hardly bounded by the
usage of nature herself when it suits his sentiment to deviate in this respect ;
hence with the poet, the sea becomes *the black ocean,’ ‘the green ocean,’
¢ the purple main,’ ¢ the azure deep,’ * the white waves,’” &c. ; and so it is with
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the sky, the land, the forest, or other natural objects. Such also are the
coloured garbs in which he clothes the. animate figures of gods and god-
desses, &c. whereby the various parts of nature, &c. are poetically designated
and expressed. -

In collating the poets for instances of this poetical painting, none appears
to our view to have had juster conception of the beauties and powers of
colours than our great dramatist, whose genius seems to have been
almost universal. Sometimes he harmonizes with the primary colours, as

thus—
Thou shalt not lack
The flower that’s like thy face, pale primrose ; nor
The azured harebell, like thy veins.
CYMBELINE.

Sometimes he employs the secondaries, as in the order of Titania to the
Fairies to honour her Love,—so much admired by Dryden for its poetic
beauty :—

Feed him with apricots, and dewberries,

With purple grapes, green figs, and mulberries. —
And pluck the wings from painted butterflies

To fan the moon-beams from his sleeping eyes :—
Nod to him, Elves, and do him curtesies. :
MipsuM. NiGHT’S DREAM.

In both these instances one of the three colours is kept back, inferred but
unexpressed or subdued, as it is generally in nature, particularly in flowers,
and even in their species; e. g. we have roses, red, yellow, and compounds
only, for nature does not produce a blue rose, but in its place roses inclined
to purple, in which blue is subdued by red and black ; the same may be
observed of the hollyhock and other flowers. Colours nevertheless, itis true,
are sometimes given to flowers, &c. in pictures which nature never dared to
give ; and though the colours may be required in the picture, yet when they
are so given, it is an offence to trnth, which makes its impression upon the
mind of the observer. This adherence to nature and truth—this best policy
of honesty in all things, is one of Shakspeare’s greatest charms, and belongs
to excellence in every intellectual art. How natural, tender, expressive,
beautiful, and true, is the following inquiry concerning an occasion of grief :

‘What'’s the matter,
That this distemper’d messenger of wet,
The many-colour'd Iris, rounds thine eye ?
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That Shakspeare " discriminated nicely in colours is apparent from the
following :—

If you will see a pageant truly play’'d,

Between the pale complexion of true love

And the red glow of scorn and proud disdain,

Go hence a little.

And again :—

There was a pretty redness in his lip;

A little riper and more lusty red

Than that mix’d in his cheek ; ’twas just the difference
Betwixt the constant red and mingled damask.

With what truth and effect he avails himself of the chromatic discord of
green and yellow, which he uses metaphorically for freshness and jealousy,
by natural feeling or discernment, as if he theorized in colours, in the fol-
lowing hackneyed passage :—

She never told her love,
But let concealment, like a worm i’ the bud,
Feed on her damask cheek : she pined in thought ;
And, with a green and yellow melancholy,
She sat like Patience on a monument,
Smiling at grief.

The discord therein resolves itself in ¢ damask,” which is the perfect con-
trast or equivalent of ‘‘ green and yellow.” Of this species of contrast in
colouring, Shakspeare is a great master; witness the blood of Duncan on the
hand of Macbeth, contrasted or opposed by the colour of the ocean :—

MacBeTH. Will all great Neptune’s ocean wash this blood
Clean from my hand? No; this my hand will rather
The multitudinous seas incarnardine,
Making the green one red! *

Lapy M. My hands are of your colour, but I shame
To wear a heart so white.

Numberless instances might be adduced of the correctness of his judgment
and feeling, in employing the beautiful and peculiar relations and effects of

® Making the green ¢ ocean’ red ?
C
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red and white when mingled or opposed; but the latter and following
quotations may suffice :—

I have mark'd
A thousand blushing apparitions start
Into her face ; a thousand inxocent shames
In angel whiteness bear away those blushkes.
Go, prick thy face, and over-red thy fear,
Thou lily-liver'd boy !

Not to fatigue by multiplying instances, we refer the inquirer to the sec-
tions under which each colour is treated of, for examples more particularly
in point from the poets, having preferred here a general illustration from a
single authority ; of which we have found none equal to Shakspeare, who
often produces these chromatic effects by mere allusion, clothing immaterial
things in imaginary colours :—

Thus conscience does make cowards of us all ;
And thus the native hue of resolution
Is sicklied o’er by the pale cast of thought !

He does not deem it necessary to tell us that ‘ the native hue of resolu-
tion ” is hot and fiery red, nor that it is subdued or ‘* sicklied o'er” by the
cold, dull, livid ¢ cast of thought ; ”—the very means the painter would have
taken to lower such ‘ native hue.” Indeed Shakspeare in the employment
of colours always evinces a refined feeling of our art ; but in what feeling or
sentiment could he be wanting who drew all his resources from the foun-
tains of nature and truth ?—

And he the Man whom Nature's self had made
To mock herself, and truth to imitate
With kindly counter under mimic shade,—
Our pleasant WiLLY,—ah ! is dead of late.
SPENSER’S TEARS OF THE MUSES.

Milton and other poets abound with fine examples of colouring, but they
have not always the natural truth and simplicity of Shakspeare’s. Byron’s
palette is principally set with black and red ; but in this there is something
not less characteristic than is the purple and gold of Homer.

Ere we close this sketch we will subjoin one more illustration, an excep-
tion to our intention with regard to the Bard of Avon, from a genuine pupil
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of nature—a genius of bright and early promise—in this poetical painting,*
who, in the following stanzas, has unconsciously, but with just feeling,
brought together the entire scale of primary and secondary colours accu-
rately arranged and contrasted, in all the glow of natural imagery :-

’Twas in a glorious eastern isle,—
Where the acacias lightly mave
Their snowy wreaths; where sunbeams smile
Brightly, but scorchingly, like love,—
Round which the ocean lies so clear,
The deep red coral blushes through
The waves that catch its crimson hue,
‘While the sof? roseate tints appear
Mix’d with the sky’s reflected blue !
‘Where, brilliant as tAe golden rays
'Fhat shine when day gives place to night,
The shells, that are as rainbows bright,
Glow through the waters in a blaze
Of glorious gold and purple light !
‘Where roses blossom through the year,
And palms their green-plumed branches rear.
MARY ANN BROWN’S Apa.

It may be added, that the female eye seems to be particularly receptive
and perceptive of the tender, beautiful, and expressive relations of colours;
and we have repeatedly heard it remarked by that graceful painter and
colourist, the late lamented President of the Royal Academy, whose sub-
jects were from the high and refined classes of the sex, that in no
instance whatever had he occasion to request or desire any change of the
colours in which they presented themselves, so judicious and natural was
their taste and feeling as to what best suited their peculiarities of character,
complexion, and expression. _

From the foregoing, it may be concluded that the sentiments effected in
the mind by hues, shades, and colours can, next to nature and painting, be
nowhere better studied than among the poets; we shall accordingly, as
occasion offers, make free use of their productions.

¢ At sixteen years of age.
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CHAP. III

ON THE RELATIONS OF COLOURS.

¢ T know not if lessons of colouring have ever been given, notwithstanding it is a part so
principal in painting that it has its rules founded on science and reason. Without such study
it is impossible that youth can acquire a good taste in colouring, or understand harmony.”
MENGS ON THE ACADEMY AT MADRID.

¢« He that would excel in colouring must study it in several points of view ; in respect to the
whole and in respect to the parts of a picture, in respect to mind and in respect to body, and
in regard to itself alone.”—OPp1E’s LECT. 1V, p. 138.

 Havine treated of the relations of colours, and exemplified them in a

distinct essay,* we may speak more briefly on this important branch of our
subject, upon which the expression of colours discussed in the preceding
section rests, and their right application in practice depends.

Brack and wHITE are extreme colours, comprehending all other colours
synthetically, and affording them all by analysis. The truth of this position
is illustrated by our first and second Experiments, Chap. xx1v., wherein
the fundamental fact upon which the true natural relations of colours rests
is demonstrated by the eduction of an aureola of the three primary colours
from a black spot upon a white ground, or, vice versa, of a white spot upon
a black ground, as represented Plate 1. fig. 1.

The Primarv CoLours are such as yield others by being compounded,
but are not themselves capable of being produced by composition of other
colours. They are three only, yellow, red, and blue;t and are sometimes, by
way of distinction, called entire colours.

* 8ee ‘¢ Chromatics, or, an Essay on the Analogy and Harmony of Colours,” wherein the
relations of each colour to every other colour, and to light and shade, is shown by examples.
+ See Note C.
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The Seconpary Corours are such only as can be composed of, or
resolved into, two primaries, and are also three only; namely, orange,
composed of red and yellow; green, composed of yellow and blue; and
purple, composed of blue and red.

The TerTiaARY CoLoURs are such only as can be composed of, or resolved
into, two secondary colours, or the three primaries; and these are also
three : namely, citrine, composed of green and orange, or of a predominant
yellow with blue and red ; russet, composed of orange and purple, or of a
predominant red with blue and yellow ; and olive, composed of purple and
green, or of a predominating blue with yellow and red.*

These three genera of colours comprehend in an orderly gradation all the
colours which are positive or definite ; and the three colours of each genus,
united or compounded in such subordination that neither predominate to
the eye, constitute the negative or NEuTRAL CoLours, of which black and
white are the opposed extremes, and greys are their intermediates. Thus
black and white are constituted of, and comprehend latently,. the principles
of all colours, and accompany them in their depth and brilliancy as shade
and light ; of which more hereafter.t

Colours thus generally defined are exemplified in the definitive scale of
colours, Pl 1. fig. 3, in which their relations to each other, and to light
and shade, are distinctly and in an orderly manner discriminated from
white to black. It is to be noted, however, that the above denominations
of colours do not merely express the individual hues or tints by which they
are exemplified in this diagram, but denote classes or genera of colours,
each colour comprehending an indefinite series of shades between the ex-
tremes of light and dark, as each compound colour also does a similar series
of hues between the extremes of the colours which compose it.

As each class or genus of colours, primary, secondary, and tertiary, has
the property of combining in a neutral or achromatic state, when duly sub-
ordinated or compounded, it follows that each secondary colour, being com-
pounded of two primaries, is neutralized and contrasted by the remaining
primary, alternately; and that each tertiary colour, being a like binary
compound of secondaries, is also neutralized or contrasted by the remaining
secondary alternately.

These relations of colours will be readily understood by an attentive

¢ See Note D. . + See Exp. 1. 11. 111. Chap. xxvI,
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reference to the diagram or Scare or Curomaric EQuivaLEnTs, Pl 1.
fig. 2, in which each denomination of colours is opposed to its contrasting
denomination reciprocally.

By the term eguivalent we here denote such a relation of quantities in the
combination of antagonist or opposite colours, as produces achromatic or
neutral shades, in which the two constituent colours disappear.

Such antagonists or opposites of colours have received different denomi-
nations according to circumstances :—thus the spectral antagonist, called an
ocular spectrum, which arises after long viewing a colour, has been variously
denominated adventitious, accidental, &c. and is always its true oppesite, but
never its eguivalent : such colours simply opposed in juxta-position are
called contrasts, and may be either equivalent or unequal contrasts. All
these correspondent colours have also been called complementary, although
to be properly complementary they ought to be equivalent.

This Scale of Chromatic Equivalents is constituted of six circles, compre-
hending the primary blue, red, and yellow, and secondary colours, orange,
green, and purple, alternately within a larger graduated circle,—the com-
pound denominations appearing within the intersections or crossings of the
circles : firstly, the binary, or secondary compounds, red-purple, red-orange,
yellow-orange, &c. comprising the star formed by the alternate crossings of
two circles; and secondly, the ternary, or tertiary compounds, russet, &c.
comprehended in the smaller central star formed within the crossings of
three of the circles alternately.* The graduated scale by which the whole
is circumscribed, is divided round the inward edge by numerals diame-
trically opposed, denoting the proportions in which colours lying on any
radius of the circle neutralize and contrast any colour, simple or compound,
on the opposite radius; while the mediating colours, which subdue without
neutralizing or contrasting, succeed each other side by side all round the
scheme : e. g., red subdues and is subdued, or melodized, by the orange
and purple contiguous to it, and so on.

The eye is quiet, and the mind soothed and complacent, when colours
are opposed to each other in equivalent proportions chromatically, or in
such proportions as neutralize their individual activities. This is perfect
harmony, or union of colours. But the eye and the mind are agreeably
moved, also, when the mathematical proportions of opposed or conjoined

¢ See Note E.
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colours are such as to produce agreeable combinations to sense ; and this is
the oceasion of the variety of harmony, and the powers of composition in
colouring. Thus coloars in the abstract are a mere variation of relations of
the same thing. Black and white are the same colour; and, since colours
are mere relations, if there were only one colour in the world there would
be no colour at all, however strange, offensive, or paradoxical such asser-
tions may appear.

The neutralizing powers of colours, called compensating, have also been
improperly denominated antipathies, since they are the foundation of all
harmony and agreement in colours; too much of any colour in a painting
being invariably reconciled to the eye by the due introduction of its
opposite or equivalent, either in the way of compounding, by glazing or
mingling, or by contrast,—in the first manner with neutralizing and sub-
dued effect, and in the last with heightened effect and brilliancy,—in the
one case by overpowering the colour, in the other by overpowering the
organ ; while in each the equilibrium or due subordination of colours is
restored. It is not sufficient, however, that the artist is informed what
colours neutralize and contrast, if he remain unacquainted with their
various powers in these respects. If he imagine them of equal force, he will
be led into errors in practice from which nothing but a fine eye and re-
peated attempts can relieve him ; but if he know beforehand the powers
with which colours act on and harmonize each other, the eye and the mind
will go in concert with the hand, and save him much disappointment and
loss of time, to say nothing of the advantage and gratification of such fore-
knowledge in realizing their beauties with intention. '

‘We have been enabled to demonstrate the proportional powers of colours
numerically, as given in our Scale of Chromatic Equivalents, by means of the
MEeTrROCHROME,* whereby it is ascertained that certain proportions of the
primary colours, which reduced to their simplest terms are as 3 yellow,
5 red, and 8 blue, of equal intensities, neutralize each other, integrally, as
16 ; consequently, red 5 is equivalent to green 11, yellow 3 to 13 purple,
and blue 8 to 8 orange. The intermediate proportions all round the scale
may be obtained by adding any number thereon to that preceding or fol-
lowing it, and the like compounded number diametrically opposite it will be
its proportional for the colours on the same diameter. Some of these may

¢ For the principle and mechanism by which we have effected this, see Chap. xxv.
Exp. XXVII.
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be reduced to simpler terms : thus the equal proportionals 8, to both which
the two ends of the needle or index point on the scale, are as unity, 1=1,—
the simplest of all ratios, that of equality ; and its colours are orange and
blue,—literally the points of extreme kot and cold, which are, so to call
them, the poles of barmony in colouring. This result is accidental, but it is
a coincidence which evinces the truth of our process, and singularly com-
ports with the rule of harmony in painting, which has been founded on
sense or feeling, and requires that equality or balance of warm and cool
colouring in a picture upon which tone so essentially depends.*

These are the only two contrasting colours which, like black and white,
are equal powers : all other contrasts are perfect only when one of the anta-
gonist colours predominates according to the proportions marked upon the
scale. A line diagonally across the needle, or index, indicates the po-
sitions of the scale at which colours become most advancing and most
retiring ; and a like line perpendicularly across the scale points out all
the middle colours. 'These three lines divide the entire scale into equal por-
tions throughout.

Again, by the Scale of Chromatic Equivalents may be determined the
proportions in which any three colours neutralize and harmonize each other:
thus, as 3, 5, and 8, are these proportions of the primaries, yellow, red, and
blue,—so 8, 11, and 13, are those of the secondaries, orange, green, and
purple. For the more readily finding the proportions of any three harmo-
nizing colours on the scale, it is graduated all round, and divided into three
equal parts, which are each subdivided into 32 degrees, numbered accord-
ingly on the outward edge of the scale, and trisecting it all round, so that
each colour of the scheme with its two harmonics are indicated by the same
number, and the numbers corresponding on the inward edge show their
proportions. In like manner may be found the proportions of six or nine
- harmonizing colours, &c. By causing this external circle of figures to move
round the scale, it may be made to indicate the proportions of any number
and variety of hues which harmonize; but this is unimportant for practice.
This scheme is also a key to the whole science of nature in the painting of

* This balance and insensible union of hues and shades in painting, and of tones in music, the
Greeks denominated by the same term, TONOS. ¢ Tandem se ars ipsa distinxit, et invenit lu-
men atque umbras, differentia colorum alterna vice sese excitante : postea deinde adjectus est

splendor, alius hic quam lumen ; quem, quia inter hoc et umbram esset, appellaverunt révoy :”
says PLINY, L. xxXv, c. 5.
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flowers, and it coincides therewith that the archetype of all floreal forms is
triadic, consisting of the involution of triangles variously irradiated ; the
numbers of their rays or leaves being invariably 3, 4, or 5, or multiples
thereof ;—of which only by the by.*

By attention to these relations the student may approximate to a just
conception of the powers of colours, and, assisted by a good eye, and a
knowledge of his materials, may attain to a perfect application of them;
by a like attention to these powers of colours the engraver too will be
enabled to estimate those due additions of light or shade which may
be necessary to compensate for the absence of colours in his performance;
or, in other words, to represent them by. their exact equivalents of light
and shade. :

It has been remarked as a common deficiency of young painters, that
their figures, though well drawn, have wanted relief, and that the early
works of Vandyke, Titian, and other great masters, have had the same
deficiency ; for the perfect management of light, shade, and colour, upon
which relief depends, is ever of latest attainment, and some there are who
never attain it. Yet others, unacquainted with the relations and powérs of
colours, and even wanting natural feeling therein, colour well by creating
for themselves an artificial eye for colouring, and building on the taste and
science of other masters, by constantly having a finely-coloured picture as
a model while painting. This is nevertheless to be approved where science
and nature are wanting, and has by persevering practice established both
in the same person; for habit is art and second nature. ‘

We may learn farther from these relations of colours, why dapplings of
two or more colours produce effects in painting so much more clear and
brilliant, than uniform tints produced by compounding the same colours ;—
why also, as justly remarked by Sir Joshua Reynolds, colours mixed dete-
riorate each other, which they do more by imperfectly neutralizing or sub-
duing each other chromatically, than by any chemical action or discordance,
though the latter is sometimes also to be taken into the account ;—they
impress too, on the good colourist, not only the necessity of using his co-
lours pure, but that also of using pure colours ; nevertheless, pure colour-
ing and brilliancy differ as much from crudeness and harshness, as tone and
harmony do from murkiness and monotony, though both these have been
confounded by the injudicious.

® Bee farther, Exp. xxvii1. Chap. xxvi,
D .
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The power of colours in contrasting each other agrees with their cor-
relative powers of light and shade, and is to be distinguished from their
power individually on the eye, which is one of light alone: thus, although
orange and blue are equal powers as respects each other,—as respects the
eye they are totally different and opposed ; for orange is a luminous co-
lour, and acts powerfully in irritating, while blue is a shadowy colour, and
acts much less powerfully, or contrarily, in soothing that organ,—it is the
same in various degrees with other colours ; these powers resolve, therefore,
ultimately into the same principles of light and shade in a sensible or latent
state.

There are yet other modes of contrast or antagonism in colouring, which
claim the attention, and engage the skill of the colourist. That of which
we have spoken is the contrast of Aues, upon which depends the brilliancy,
force, and harmony of colouring ;—there is also the contrast of shades, to
which belong all the powers of the chiar’-oscuro, which, though it is a
part, and the simplest part of colouring only, and ought not to be separated
from it, ranks as a distinct and is an important branch of painting, yet is
the regimen of opposition in colours coincident with that of light and shade,
or black and white; all that can be said of the latter may be said of the
former, and he who excels in the one is in a considerable degree qualified
to surpass in the other: indeed a just practice of light and shade might
carry with it the reputation of good colouring, as it did in Rembrandt,
while considerable knowledge of colouring, without the chiar’-oscuro, could
not obtain the name of colourists for some eminent masters of the Italian
schools. A third mode of contrast in colouring is that of warmth and cool-
ness, upon which depends the toneing and general effect of a picture; be-
sides which there is the contrast of colour and neutrality, the chromatic and
achromatic, or of hue and shade, by the right management of which local
colours acquire value, gradation, keeping, and connexion; whence comes
breadth, aerial perspective, and the due distribution of grays and shadows
in a picture. '

This principle of contrast applies even to individual colours, and conduces
greatly to good colouring, when it is carried into the variety of hue and
tint in the same colour, not only as respects their light and shade, but also
in regard to warmth and coolness, and likewise to colour and neutrality.
Hence the judicious landscape-painter knows how to avail himself of warmth
and coolness in the juxtaposition of his greens, as well as of their lightness
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and darkness, or their brilliancy or brokenness, in producing the most beau-
tiful and varied effects, which spring in other cases from a like manage-
ment of blue, white, and other colours. These powers of a colour upon
itself are highly important to the painter, and conduce to that gratification
from fine colouring, by which a good eye is so mysteriously affected.

If we inspect the works of Nature closely, we shall find that they have
no uniform tints, whether it be in the animal, vegetal, or mineral creation ;
—be it flesh or foliage, the earth or the sky, a flower or a stone,—however
uniform its colour may appear at a distance, it will when examined nearly,
or even microscopically, be found constituted of a variety of hues and
shades compounded with harmony and intelligence.

Transparency and opacity constitute another contrast of colouring, the
first of which belongs to shade and blackness, the latter to light and white-
ness ;—even contrast has its contrast, for gradations, or intermedia, are anta-
gonists to contrasts or extremes ; and upon the right management of contrasts
and gradation depends the harmony and melody, the breaks and cadences,
the tone, effect, and expression of a picture; so that painting is an
affair of judicious contrasting so far as it regards colour, if even it be not
such altogether.

These contrasts may also be variously or totally conjoined ; thus, in con-
trasting any colour, if we wish it to have light or brilliancy, we degrade,
or cast its opposite into shade ;—if we would have it warm, we cool its anta-
gonist ;—and if transparent, we oppose it by an opaque contrary, and wvice
versa, &c.: indeed, in practice, all these must be in some measure com-
bined. ,

Such are some of the powers of contrast in colouring alone, and such the
diversity of art upon which skill in colouring depends. It must not be for-
gotten, however, that contrasts or extremes, whether of light and shade, or
of colours, become violent and offensive when they are not reconciled by
the interposition of their media, or a mean which partakes of both extremes
of a contrast ; thus blue and orange in contrast become reconciled, softened
in effect, and barmonized when a broken colour composed of the two is
interposed ; the same of other colours, shades, and contrasts.

Another important rule which belongs to the consideration of contrasts
is, that that which holds of the one species, holds also of the others: hence the
maxims of the chiar’-oscuro are applicable to contrasting colours; each have
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their focus,—should each mutually penetrate and diffuse,—be each re-
peated subordinately, that is, as principal and secondary, and mutually ba-
lance each other, &c. So much, indeed, is the management and mastery of
colours dependent on the same principles as light and shade, that it might
become a point of good discipline, for the perfect attainment thereof, after
acquiring the use of black and white in the chiar’-oscuro, to paint designs
in contrast ; that is, with two contrasting colours only, in conjunction with
black and white ; for example, with blue and orange, previously to attempt-
ing the whole together. Black may even be dispensed with in these cases,
because it may be compounded, since the neutral grey and third colours
always arise from the compounding of contrasting colours, so that even flesh
may be painted in this way; for example, with red and green alone, as
Gainsborough is said to have done at one period of his practice. It is thus
that one part of an art becomes a mirror to the rest.

By mixing his colours with white, the artist obtains what he has appro-
priately called his tints; by mixing colours with colours, he obtains com-
pound colour or hues; finally, by mixing colours or tints with black, he gets
what are properly called shades; yet these distinctions are very commonly
confounded.

The foregoing classification of colours is an arrangement which exhibits
a correct genealogy of their hues and shades in a general view, and enables
us to comprehend the simplicity of relation which subsists among an infi-
nity of hues, shades, and tints of colour, while it is calculated to give pre-
cision to language respecting colours, the nomenclature of which has ever
been exceedingly arbitrary, mutable, and irrelative. The names of colours,
consisting of terms imposed without general reference or analogy, ac-
cording to views and fashions ever varying, are for the most part idio-
matical and ambiguous in all languages; yet, boundless as is the variety of
hues and compounds, the cultivated eye will readily distinguish the degrees
of relation in every possible instance, to the preceding denominations of
classes.

There are, however, some anomalous popular names of classes, which,
being shades nearly allied to the tertiary colours, have been confounded
therewith, and being also of great practical importance merit the consider-
ation of the colourist. These denominations comprehend all the combina-
tions of the primary, secondary, and tertiary colours, with the neutral, black, or
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shade, and therefore may be appropriately called sEMI-NEUTRAL COLOURS;
and they comport themselves precisely according to the preceding relations
and arrangement throughout.

Of the various combinations of black, those in which yellow, orange, or
citrine predominates, have obtained the terms Brown, &c. A second class,
in which the compounds of black are of a predominant red, purple, or russet
hue, includes the denomination of MARRONE, CHOCOLATE, &c.; and a third
class, in which the combinations of black have a predominating hue of dlue,
green, or olive, comprehends the colours termed GrAY, sLATE, &c. Brown,
marrone, and gray may therefore be properly adopted as distinguishing
appellations of the three classes of semi-neutral colours. *

These colours are of importance in practice, as following, deepening, or
shading colours of the primaries, secondaries, and tertiaries, under which
they are to be classed, and not to be confounded therewith as legitimate com-
pounds and relatives. Nevertheless, we know an ingenious and eminent
artist, who, confounding shades with hues, and practice with theory, imagines
he can always produce his third colours by the addition of black with
unusual simplicity, harmony, and force; and a late professor of painting,
upon a like supposition, talked of harmonizing his discordant colours by
black. The same principle has probably prevailed upon many palettes: it
must indeed be that upon which engravings in black are to be coloured, but
would require transcendent skill in the painter to escape murkiness; and it
may be presumed to have led many of the old masters into obscurity; so
that the horror Rubens expressed at white in shadows ought powerfully to
prevail against black in colours. A greater horror than either is a partiality
for a particular colour ; but, to put these horrors out of question, the painter
ought to dread only the improper use of any colour. Black is, however, to
be guarded against in another respect, that as colours or hues in pictures
vanish or decay, blackness takes their place ; and for this some allowance of
freshness and force should be made in painting. Nevertheless, the contrary
of this is practised, when an artist, as he is too apt to do, looks at Nature
with a prejudiced eye, and sees her objects not in their true colours, but of
the hues he has seen in pictures, or of the colours he has been accustomed
to paint them. Fearing to look upon her impracticably, or to raise himself up
to Nature, he gets over the difficulty by deceiving himself, and pulling her
down to his own level.

* See Note D.
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Black is the absolute unity of the triad of colours, and hence has in a
degree a uniting, monotonizing, or harmonizing power upon them, while it
softens their discordances by obscuring them, which is the only rational
defence of a practice wherein obscurity, monotony, or shade, is substituted
for harmony :—the perfection of colouring is, however, to combine harmony
with brilliancy, unity with variety, and freshness with force, without vio-
lating the truth of nature. In cases, however, where the artist is constrained
to represent his principal objects of given local or offensive colours, as in
military dresses, &c., or is otherwise compelled by his subject to paint in
a difficult key, this power of light and shade over colour stands him as an
important aid. By an illegitimate practice in music, similar to the above,
the discords of sound are tolerated by the ear when low in the scale, or
thrown, unresolved by their proper consonances, growling into shade, the
eye and ear being alike more sensible of high and brilliant relations of
colours and sounds than of the low and deep.

If any of the preceding denominations of colours or classes should be
objected against, others more siguificant or analogous may be substituted, if
there be such, for we contend not for terms, content in the present case if
those we have adopted convey our meaning to the reader.

With regard to the perspective of colours, or the manner in which they
affect the eye, according to position and distance, it is a branch of aerial
perspective, or the perspective of light and shade, and both are governed by
similar laws. This perspective of light and colours is distinguished from
linear perspective, or the perspective of drawing, as drawing is from colour-
ing; and they have progressed alike in the art. The most antient painters
seem to have known little of either; and linear perspective was es-
tablished as science before the aerial, as drawing and composition preceded
colouring.

The perspective of colours depends upon their powers to reflect the ele-
ments of light,—powers which are by no means uniform ; accordingly, blue
is lost in the distance before red, and yellow is seen at a distance at which
red would disappear ;—yet blue preserves its hue hetter than red, and red
better than yellow, because colours are cooled by distance. In this respect,
the compound colours partake of the powers of their components, according
to a general rule, by which colours nearly related to black are first lost in the
distance, and those nearly related to white disappear last. It is the same
with light and shade, the latter of which is totally lost at great distances;
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and hence it is that the shadowed side of the moon is not seen. These
powers of colours are, however, varied by mist, air, altitude, and mixture,
which produce evanescence, and by contrast, which preserves the force of
colours by distinguishing them. Colours do not decline in force so much by
height as by horizontal distance, because the upper atmosphere is less dense
and less clouded with vapour; and hence it is that mountains of great eleva-
tion appear much nearer than they really are. From all these circumstan-
ces it is evident, that it is not a simple scumbling or uniform degradation
of local colours that will effect a true perspective therein ; for this will be the
aerial of light and shade only ; but such a subordination of hues and tints as
the various powers of colours require, and is always observable in nature.
Few artists have succeeded satisfactorily in this species of effect, which is
principally attainable by close application to nature; and we have no finer
examples thereof in art than the landscapes of Wilson afford.

If the expression of which we have treated in the preceding chapter may,
according to no improper analogy, be called the poetry of colouring, the
relations which are our present subject have equal claim to be considered
as its music, for they are that upon which the karmony of painting depends,
and all ages have consented to class these arts as sisters, and of the same
parentage. This affinity of the sister arts, and the unquestionable identity
of their archetype, discloses numerous analogies, through which the lights of
either art may be reciprocally reflected upon the obscurities of the others, as
well in theory as in practice; and it is evident that the hues and combina-
tions of colours are as infinite as those of sounds; and there is hence equal
scope for the fine sense and genius of the colourist and musician. Beautiful,
fine, distinct, and classed colours are as necessary to the former as sounds of
similar qualities are to the latter. The palette is the instrument of the
painter, as the viol is of the musician, and the tone and tuning of the latter
is analogous to the colours and setting of the former; each requires such
adjustment according to the principles of its respective art. It is difficult
indeed to say where this analogy ceases, if it be true, as philosophers have
argued and poets sung, that—

Nature, which is the vast creation’s sou!,
That steady, curious agent of the whole,—
The art of heav’n, the order of this frame,—
Is only Music in another name.
CATHARINE PHiLLIPS.
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~ In furnishing or setting the palette philosophically, harmonically, and upon
principle, according to the preceding relations, it is necessary to supply it
with pure blue, red, and yellow ;—to oppose to these an orange of a hue that
will neutralize the blue—green of a hue that will neutralize the red—and
purple of a hue that will neutralize the yellow; and so on to black and white
that also neutralize each other. As in nature the general colour of the sky is
* blue, and the colour of light is always opposite to that of the sky and shade,
the white which is to represent light should be tinged with the orange of the
palette sufficiently to neutralize the predominant coldness of black; and
pure neutral white may thus be reserved as a local colour, by which term is
understood, technically, the natural colour of an object unvaried by distance,
reflection, or any other circumstance interfering with distinct vision.

This principle of setting a palette requires that all the colours should be
as much as possible in contrast and accordance ; and a palette thus tuned or
set will afford facilities and conduct to harmonious colouring in ways as
various, under the eye of taste and judgment, as the melodies and harmo-
nies which music can elicit, through the genius of the composer, from a fine-
toned and well-tuned instrument. It is admitted, nevertheless, that an able
hand, guided by fine sense and a judicious mind, may realize fine effects in
either art with irregular and inferior means; and granting also that such
setting of a palette is theoretical, it is nevertheless not a false refinement,
since it is founded in nature, and assimilates with the most approved general
practice, and the constant aim of the most eminent colourists; we offer
it therefore only as consequent to the relations of which we have been
treating. '

Such observances may notwithstanding, we repeat, be held unnecessary
to the few in whom the perceptions of sense are so powerful, that, with little
of the aid of intellect and less of science, they operate and produce with the
grace and certainty of nature, as it were by instinct, compared with which
the productions of science are mere mimickry. This is the inspiring princi-
ple called genius, in which we recognise Divinity ; to be fraught with which
in perfection, is to be above rule,—to mark an era, and to give canons to art.
But though indisposed with some to deny such principle altogether, we
admit it to be, in perfection, of the rarest occurrence only, and hold that most
excellences of human art have been the joint results of application and rule
or science ;—or, in other words, of true theory and assiduous practice com-
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bined. It has hence been objected that rules are but fetters to genius ; and
it may be remarked that they enable men of little ability to produce con-
siderable works mechanically ; and both-these have some truth when rules
are used without their reasons ;—but reason does not fetter genius; on the
contrary, genius itself is latent reason operating by natural rules uncon-
sciously.
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CHAP. IV.

ON THE PHYSICAL CAUSES OF COLOURS, &c.

“ The mind of Leonardo was, however, too active and capacious to be contented solely with
the practical part of his art; nor could it submit to receive as principles, conclusions, though
confirmed by experience, without first tracing them to their source, and investigating their
causes, and the several circumstances on which they depended.”

HAawkins’s Lire or DA ViNci, p. 18.

IN treating of pigments, there is no speculation more natural than the in-
quiry, What are the physical causes of colour in general? We shall not there-
fore pass it over unnoticed, though it is a question of undoubted difficulty,
which has never been satisfactorily answered ; being perhaps too abstract
and elementary to admit of sensible demonstration, and therefore incapable
of popular solution. Hence the theory of colours has varied with the
changes of philosophy, and the fashions of the mind.

According to common apprehension, colours age inherent or substan-
tial qualities of bodies, or material things.* The more speculative have
ascribed them to sense or vision only, regarding them as intellectual affec-
tions through the organs of sight; while a third class of inquirers has as-
signed them variously a medial station between vision and coloured objects ;
viz. in light.

Each of these doctrines has been sanctioned by great authorities, and
they have given birth to the various hypotheses upon which the theories of
colours have been founded and compounded; bhut, however various and
ingenious these theories may have been, none has hitherto fulfilled the strict
requisitions of reason or experiment.

- It is probable, and perhaps demonstrable, that colours in the abstract
belong neither exclusively to the object, the subject, nor the medium, but

¢ It may perhaps be ultimately found, in this as in other cases, that nature does not play the
fool with our senses, but that the last accomplishments of science coincide with common appre-
hension.
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refer in equal relation to them all; while they are capable of being re-
garded in either respect; physically regarded, they are material objects,—
metaphysically, they are intellectual impressions,—and, in an sthetical sense,
they are sensible representations of material objects to the mind. <

Our present question is however purely physical, or that of the natural
philosopher, in which view colours are either INHERENT, as belonging to
their passive objects, as in pigments, &c. or TRANSIENT, as belonging to
their concurrent medium, as in light, ocular spectra, &c. And in both
they are here to be regarded as material and of the same nature; but the
colours of light being the most pure, simple, and elementary, have afforded
the most usual and elegible basis for this inquiry.

Yet sensible L1GHT is not a simple substance, but an effect of the concur-
rence of two elementary powers; one of which is the active principle of
light; the other, passive or re-active, and to be regarded as the principle of
shade, or darkness,—the first, coincident if not identical with the ozygen of
the chemist; the other, with Aydrogen;* and, however exceptionable this may
be to those who have been accustomed to regard darkness as a mere privation
of light, yet as respects the artist, a principle of darkness, blackness, and
shade, is as essential as is a principle of light.

Accordingly the sunbeam, as it arrives to us is a compound of these
elements of light and shade, and it may be analyzed by refraction, and in
other ways, into oxydizing or whitening rays, and hydrogenizing or blackening
rays; and at the same time into others that are variously compounded of
these, and variously coloured.

Light hence appears, as before remarked, to be in the sunbeam the
effect of the concurrence or conjugation of two ethereal, electrical, or ele-
mentary substances or powers; the one, an agent, of which the sun appears
to be the fountain or source ; the other, a re-agent, existing in planetary or
atmospheric space, analogous to shade ;—if so, the sun’s light is a species of

® We adopt these terms for the two principles of light, not for their fitness, but because they
have already been used in a similar elementary sense by the chemists;—otherwise either
electrogen and thamogen, or phosphogen and sciogen, were more analogous terms ; and it might
be well that natural philosophers should agree upon general appellations for the two opposed
or concurrent principles of light,—of electricity,—of galvanism,—of magnetism, and of every
chemical or physical elementary science, since there can now be little doubt of their original
identity ; the experimental demonstration of which, and of our physical rationale of colours, is
beside our present purpose, and pregnant with materials for volumes.
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oxidation or combustion, a sort of flame attended by sensible or latent
heat.

Light has nevertheless been considered, equally by the common and
philosophic observers, as single or simple, and not as containing in itself
any antagonist principles, but as having merely intension and remission.

Newton was the first who taught to regard the sunbeam as a compound
of rays of various powers and colours, but still he regarded it singly, and its
heat as accidental. . Subsequent investigation has shown that his analysis
was chemically defective ;—he erred also in regarding light as a compound
of heterogeneous rays, of colours and powers essentially different; and in
other respects, important to art on account of the great authority of his
name.* :

Scheele and others have demonstrated rays of an invisible kind, accom-
panying the colours of the sunbeam in the prismatic spectrum, which have
been denominated variously deoridizing, chemical, and phlogistic, or hydro-
genizing rays,t and prove the existence of a tenebrous or dark principle,
by which light is modified. Herschel has also investigated the calorific
rays, or heat of the sunbeam ; but these are to be regarded, with Newton,
rather as accidental, or an effect, than as a constituent or principle of light ;
thus we have real and demonstrable principles in place of hypothesis, upon
which to explain the various phenomena of light and colours.

We may therefore regard the transient colours of refracted light, and also
light itself, as Ox1pEs oF HYDROGEN, produced by a species of combustion,
attended by heat or caloric, as observed in the sunbeam and prismatic
spectrum.

So also are the inherent colours of solids and liquids to be regarded upon the
same analogy as orides of hydrogen, or, what is the same, as of oxygen
united with a phlogistic or inflammable principle. And thus the physical
cause of all colours is to be explained upon the same elementary principle
or reasoning. All substances too, whether solid, liquid, or elastic, are
attractive or repulsive of oxygen and hydrogen,—of one or both,—or they are
neutral ; and all substances are coloured. Hence the affinities of light de-
termine it either to be wholly or partially reflected, transmitted, or re-
fracted, or to enter into chemical combination with material substances.

¢ See Exp. 1. 11. and particularly Exp. xi11, Chap. xxv1I.
+ 8ee Crell’s ** Journal,” vol. 111. p. 202. and Scheele’s ¢ Essays,” p. 206.
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From the foregoing constitution and properties of light, and a wide expe-
rimental induction, we infer the following propositions :

1. Neutral substances, or such as are in a state of indifference, nezther
attractive nor repulsive of the principles of light, are transmissive, or TRANS-
PARENT and ACHROMATIC, or colourless.*

2. Substances entirely repulsive or reflective of the oxygenous and hydro-
genous principles of light, are WHITE and oPAQUE.

3. Substances entirely attractive, or absorbent of, or having entire affinity
for both principles of light, are BLAck and oPAQUE.

4. Substances having partial and equal affinities attractive or repulsive for
both principles of light, according to the proportions in which they consti-
tute light, are partially transparent or opaque; i. e. SEMI-PELLUCID and
COLOURLESS, Or grey.

5. If substances have unequal affinities for these oxygenous and hydro-
genous principles, they are coLouRED and transparent or opaque, accord-
ing to the above conditions.

6. If, in consequence of this unequal affinity, a substance reflect, refract,
or transmit light with one proportion of the hydrogenous principle in defect,
it will be YELLow—if with a second proportion, less deficient, it will be RED—
and if with a third proportion, but in excess, it will be BLUE; and of pro-
portions intermediate, or compounded of these, will be constituted the
secondary and intermediate colours, &c.

The relative proportions in which the primary colours combine in light,
&c. in an achromatic or colourless state, as determined by the Metrochrome
and denoted by the Scale of Equivalents, is approximately three of yellow,
JSive of red, and cight of blue;t and since the two first belong to one ex-
treme of the prismatic spectrum wherein the hydrogenous principle is in
defect, and together amount to eight, and the last belonging to the other
extreme wherein the hydrogenous principle is in excess, is also eight, it
appears that the two principles of light are equal and complementary
powers.

* Hitherto we have had no physical or rational explanation of transparency : every mecha-
nical arrangement of parts is quite insufficient to account for this phenomenon. Transparency
and opacity are entirely relative, there being no substance absolutely transparent or opaque.
Glass and adamant reflect, and gold transmits, light and colours.

+ Exp. xxviI. Chap. xxvI.
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Such in briefness we take to be the chemical constitution and physical
causes of light and colours, upon which their chromatic relations and effects
depend ; and our doctrine is illustrated and supported by many facts and
experiments. Thus, in the oxygenation or oxidisement of metals, which
have been not unaptly regarded as compounds of kydrogen,* as well as in
other inflammables also, the inferior degrees of oxidisement produce blacks,
blues, greens, &c., but the higher degrees produce red, yellow, white, &c. ;
not uniformly indeed, but generally according to the unknown constitution
of the bases of these inflammables themselves. So also in the colours of
flame arising from hydrogen and other inflammable substances burning in
air or oxygen, we observe at the base of the flame, in which the Aydrogen
abounds, colours tending to blue ; and toward the apex of the flame, where
it is more oxygenated, its colours tend to yellow ; between which two colours
lie tints abounding in red. Our principle of the evolution and absorption of
the oxygenous element goes also to explain those changes of colour arising
and disappearing, which take place by changes of temperature, or simply
by heating and cooling, wetting or drying; changes which take place in
many pigments, sympathetic inks, &c.

So again in the general and more permanent changes which pigments and
colours undergo, oxygen bleaches or fades them, and hydrogen and inflam-
mables deepen or darken them; while light and air, containing both prin-
ciples, effect both these kinds of change variously, according to affinities
already spoken of. The colours of all organic bodies, even to the plumage
of birds and insects, depend upon the same principles, and we have found
the same chemical effects uniformly in each of these subjects.t

Upon the same principles may be easily explained the production or evo-
lution of the transient colours of refracted light, &c. Thus oxygen and
hydrogen, having different affinities or activities in the luminous compound,
are unequally affected or resisted in passing through transparent bodies,
according to their various constitution; and consequently they are unequally
refracted,—the oxygenous or more active principle being less so than the

¢ Davy’s ‘* Elements.”

+ Indeed the first principles of light, in an extreme chemical view, seem to be the elements
of all material things under different denominations, in remarkable accordance with the first
work of creation, as recorded in Genesis c. 1. vss, 2, 3, and 16, in which darkness and light
were as principles before the sun was created.
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hydrogenous ; and being thus variously dispersed and compounded, they
produce colours, as we see, in passing through prisms and lenses,* &c.

Upon this chemistry of light we may easily account for the variety of
colours so beautifully displayed in vegetal nature, and principally in
flowers, which acquire their colours as they expand, and undergo all the
relative changes of hue and tint in their progress and decay, which the
immediate combination of these chemical agents may be made to produce
in the elaboratory of the chemist.

Vision itself, and its various phenomena, physically explained, are to be
regarded as dependent on' the same subtile chemistry ; for nature is ever
simple and uniform. If hence the eye, by the agency of the retina and
optic nerve, have equal affinity for both elements of light, it will at once
discern their intensity or power in light and shade, and also their inequali-
ties in colours; while unequal affinities of the organ may explain the
various defects and disorders of vision with regard to colours, and the use
and abuse of coloured spectacles as remedies thereof. The true physical
cause of sensation in either of its organs being once established, we shall
have an unfailing clue to the cause of all sensation, and to the true physical
foundation of their respective sciences.

As the principles of external light exhaust the principles of light in the
eye, it is worthy of our attention that the action of direct light, or strongly
reflected light, upon the organ, is destructive of vision, temporarily or for
ever; and as the angles of reflection and incidence in light are co-equal, it
is obvious that we see objects to most advantage for vision and the organ,
by avoiding the angle of incidence, or by a position half turned from the
light. It is true that in cases of extreme action of light on the eye, instinct
and nature lead or compel us to these observances, but we are too inatten-
tive to them in other cases, as in reading, writing, drawing, &c.; and
thereby a contrary habit becomes established, till injured vision or blind-
ness ensue. R

This theory of vision affords also a solution of the curious phenomena of
OCULAR SPECTRA, in which the eye discerns those adventitious or acci-
dental colours, first treated of by Dr. Jurin,{ and subsequently by Buffon

¢ See Note F. + See Note G.
t In Smith’s ¢ Optics.” Kircher also has noticed an effect of this kind in his ¢ Ars .
Magna Lucis et Umbra,” p. 118.
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and others, which have no apparent cause out of the organ itself; for the
equal affinity of the eye for the two principles of light and colours, is of
course destroyed by the action of a colour in which either of them predomi-
nates, the predominant principle neutralizing or exhausting its opposite
principle in the organ, while its other principle therein continues free, or
accumulates during the act of intent vision ; and therefore the organ decom-
poses, by a due election, the light of other objects to which it is impelled
to wander, till the balance of principles in the organ itself is restored.* Ac-
cordingly the adventitious colour or spectrum occasioned by an object
intently viewed is always of its opposite hue, or that compensatory or har-
monic colour which restores the equilibrium or neutrality of light and
vision ; and that the eye does this by secreting these principles of light, and
retaining them in a latent state, is evinced by the light and dark circles
which arise when the side of the closed eye is pressed, by the spark elicited
upon the puncturing of the retina in the operation of couching, and also by
the extreme sensibility of the eye to light after being long secluded from it.
We may thus easily account for that temporary blindness which follows
gazing on the sun or a powerful light, by which the principles of vision
become exhausted. Thus also that kind of nyctalophia which occurs in
tropical climates, which comes on regularly at the close of day, and goes off
when it advances, appears to arise from defective secretion or excessive
exhaustion, being usually attributed either to disorder of the digestive
organs or the power of the sun’s light, and is cured or relieved by secluding
the eyes from light during the day ;—while that kind of nyctalophia, called
moon-eyed, which is common to the Bushmen of Southern Africa, who sleep
during the day, and are blind when the sun shines, but who, like feline
animals, see well in seeming darkness, may be supposed to arise from
redundant secretion or defective excretion of the principles of light and vision.

We may in like manner explain also that morbid sensibility of the retina,
in which hot colours and strong contrasts become intolerable to the eye,
as owing to unequal secretion or an inflamed state of the organ. We
perceive herefrom why also the brilliancy of colours declines upon long
viewing them, particularly in a strong light. In fine, the physiologist
may hence take a hint toward a physical explanation of all sensation
in the nervous system, and of the union of all sensible impressions

* See Note H.
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in the sensorium or brain, as a link of identity or connexion between the
physical and metaphysical world.

It is worthy of remark here, that the phosphori in general emit light
of the same colour as that to which they have been exposed.

Newton remarked also, that inflammable or hydrogenous substances refract
light more powerfully than other substances, and that the diamond does so

most of all, whence he framed the admirable conjecture, since proved, that’

the diamond itself was inflammable. By a like analogy we may infer, that
since non-inflammable substances refract light but weakly, and with faint
colours, it is probable that the oxygenous principle predominates therein, or
that they are oxides, which accords with the discoveries of Davy. But
- much of this is beyond the purposes of painting.

Colour, and what in painting is called transparency, belong principally
we perceive to shade; and the judgment of great authorities, by which they
have been attached to light as its properties merely, has led to error in an
art to which colour is pre-eminently appropriate ;—hence the painter has
considered colour in his practice as belonging to light only, and hence many
have employed a uniform shade tint, regarding shadows enly as darkness,
blackness, or the mere absence of light, when in truth shadows are infinitely
varied by colour, and always so by the colours of the lights which produce
them. We must, however, avoid conducting to a vicious extreme, while we
incline attention toward the relation of colour to shade, both light and shade
being in strictness coessential to colour ; but, as transparent, colour inclines
to shade, and as aopaque it partakes of light, yet the general tendency of
colour is to transparency and shade, all colour being a departure from
light. It hence becomes a maxim, which he who aspires to good colouring
must never lose sight of, that the colour of shadow is always transparent, and
that of extreme light objects only opaque.

For this we have also the high authority of Rubens, who in the following
extract from his Lessons says, ‘‘ Begin by painting in your shadows lightly,
taking particular care that no white is suffered to glide into them it is the
poison of a picture, except in the lights : if once your shadows are corrupted
by the introduction of this baneful colour, your tones will be no longer warm
and transparent, but heavy and leady. It is not the same in the lights ; they
may be loaded with [opaque] colour as much as you may think proper,
provided the tones are kept pure: you are sure to succeed in placing each

F
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tint in its place, and afterwards by a light blending with the brush or pencil,
melting them into each other without tormenting them, and on this prepara-
tion may be given those decided touches which are always the distin-
guishing marks of the great master.”

It is to be noted also, that the colour of shadow is always complemen-

“tary to that of its light, modified by the local colours upon which it falls ;
and this accords equally with correct observation and the foregoing princi-
ples, although it is often at variance with the practice of artists.

+  Of the mechanical, dynamical, or optical relations of light and shade, so
far as regards painting and colours, we need only briefly remark, that the
motion or action of light is either direct, reflected, or inflected ;—that the
DIRECT LIGHTS of the sun and moon are always in straight lines parallel
to each other;—that artificial lights diverge from themselves as centres
in radii, and all light partakes of the colour of the medium through which it
passes ;—that of REFLECTED LIGHT, the angles of reflection are always
equal to the angles of incidence, and partake of the colours of the reflected
surfaces ;—and, respecting REFRACTED LIGHTS, that in passing through trans-
parent media, or by opaque objects, light, whether direct or reflected, is
always inflected with a developement also of much or little colour ;—and
that the shadows of light in each case is always the chromatic equivalent
of such light.

In passing an opaque object, light is always bent or inflected toward or
into its shadow, and the shadow bends into the light ; consequently there is
a penumbra surrounding every shade, forming a softening medium between
it and the light, and aiding reflection in enlightening every shade;
every light has hence its shade, and every shadow its light. It is in the
management of these properties of light that the skill of the artist is no less
requisite and conspicuous than in the management of colours, with which
they are intimately connected.

To conclude,—we know not whether the preceding attempt to explain
the causes and effects of vision, Jight, and colours, physically or chemically,
may prove satisfactory to other minds; but of this we feel assured, that the
first elements of things are powers and not particles; that the modern cor-
puscular and undulatory doctrines, with all the mathematical and mechani-
cal explanations hitherto employed, are entirely incompetent to the solu-
tion of these phenomena ; and that all the hypotheses built upon them, like
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those which they superseded,* must ultimately fail at the foundation, not
even answering the inquiry of the poet :—

Why does one climate and one soil endue
The blushing poppy with an orange hue,
Yet leave the lily pale, and tinge the violet blue?
PRIOR.

* Of the best of these was that often quoted of Empedocles, the Pythagorean, from which
school has emanated some of the most refined and important of ancient and modern systems;— '
but with this hypothesis, which accounted for vision by the emission of light from the eye, the
powerful mind of Socrates declared itself not thoroughly satisfied.—See Sydenham’s Plato ;
Meno, p. 75.
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CHAP. V.

ON THE DURABILITY AND FUGACITY OF COLOURS.

Parthenius thinks in Reynolds’ steps he treads,

And ev’ry day a different palette spreads;

Now bright in vegetable bloom he glows,

His white—the lily, and his red—the rose ;

But soon aghast, amid his transient hues,

The ghost of his departed picture views :

Now burning minerals, fossils, bricks, and bones,

He secks more durable in dusky tones,

And triumphs in such permanence of dye,

That all seems fix’d, which time would wish to fly.
SHEE.

IN the preceding discussion colours are distinguished into inkerent and
transient, the latter of which, as their name implies, are essentially fugaceous ;
our present argument is, therefore, limited to the permanence and muta-
bility of the inherent colours of pigments, as those which are principally
important to the artist.

All durability of colour is relative, because all material substances are
- changeable and in perpetual action and reaction; there is therefore no
pigment so permanent as that nothing will change its colour, nor any colour
so fugitive as not to last under some favouring circumstances; while time of
short or long continuance has generally the immediate effect thereon of fire
more or less intense, according to the laws of combustion and chemical
agency. It isindeed some sort of criterion of the durability and changes of
colour in pigments, that time and fire produce similar effects thereon :—
thus if fire deepen any colour, so will time ;—if it cool or warm it, so will
time ;—if it vary it to other hues, so will time ;—and if it consume or destroy
a colour altogether, so also will time ultimately; but the power of time
varies extremely with regard to the period in which it produces those
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effects which are instantly accomplished by fire :—fire is also a violent test,
and subject to many exceptions.

That there is no absolute but only relative durability of colour may be
proved from the most celebrated pigments ; —thus the colour of ultramarine,
which, under the ordinary circumstances of a picture, will endure a hundred
centuries, and pass through naked fire uninjured, is presently destroyed by
the juice of a lemon or other acid. So again the carmine of cochineal,
which is very fugitive and changeable, will, when secluded from light, air,
and oxygen, continue half a century or more; while the fire or time which
deepens the first colour will dissipate the latter altogether. Again, there
have been works of art in which the white of lead has retained its freshness
for ages in a pure atmosphere, and yet it has then been changed to blackness
after a few days’ or even hours’ exposure to a foul air. These and other -
affections of colours will be instanced throughout when we come to the
consideration of individual pigments; not for the purpose of destroying the
artist’s confidence in his materials, but as a caution and guide to the
availing himself of their powers properly.

It is therefore the lasting under the ordinary conditions of painting, and
the common circumstances to which works of art are exposed, which entitle
a colour or pigment to the character of permanence; and it is the not-so-
enduring which subjects it properly to the opposite character of fugacity ;
while it may obtain a false repute for either, by accidental preservation or
destruction under unusually favourable or fatal circumstances, all of which
has been frequently witnessed. ‘

It has been supposed by some that colours vitrified by intense heat are
durable when levigated for painting in oil or water. Had this been true, the
artist need not have looked farther for the furnishing of his palette than to a
supply of well-burnt and levigated enamel colours;—but though these
colours for the most part stand well when fluxed on glass, or in the glazing
of enamel, porcelain, and pottery, they are almost without exception subject
to the most serious changes when ground to the degree of fineness necessary
to render them applicable to oil or water painting, and become liable to all
the chemical changes and affinities of the substances which compose them.
These remarks apply also to those who ascribe permanence to natwe
pigments only, such as the coloured earths and metallic ores. ’

Others, with some reason, have imagined that when pigments are locked
up in varnishes and oils, they are safe from all possibility of change ; and
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there would be much more truth in this position if we had an impenetrable
varnish,—and even then it would not hold with respect to the action of light,
however well it might exclude the influences of air and moisture; but in
truth varnishes and oils themselves yield to changes of temperature, to the
action of a humid atmosphere, and to other chemical influences : their pro-
tection of colour from change is therefore far from perfect; and the above
opinion of them is only in some degree true, but ought not to render the
artist inattentive to the durability of his colours in themselves. Reynolds
unfortunately entertained this opinion of the preserving power of varnishes;
and although the practice of his own palette was exceedingly empirical, he
was an utter condemner of such practice in others.*

On the other hand, want of attention to the unceasing mutability of all
chemical substances, and their reciprocal actions, has occasioned those
changes of colour to be ascribed to fugitiveness of the pigment, which
belong to the affinities of other substances with which they have been
improperly mixed and applied. It is thus that the best pigments have
. sometimes suffered in reputation under the injudicious processes of the
painter, and that these effects and results have not been uniform in conse-
quence of a desultory practice. If a pigment be not extremely permanent,
diluting it will render it in some measure more weak and fugitive ; and this
occurs in several ways,—by a too free use of the vehicle, by complex
mixture in the formation of tints, and, by distribution, in glazing colours
upon the lights downward, or scumbling colours upon the shades
upward, &c.

The foregoing circumstances, added to the variableness of pigments by
nature, preparation, and sophistication, have often rendered their effects
equivocal, and their powers questionable; all which considerations enforce
the expediency of using colours as pure and free from unnecessary mixture
as possible; for simplicity of composition and management is equally a
maxim of good mechanism, good chemistry, and good colouring. Accord-
ingly, in the latter respect, Sir Joshua Reynolds gives it as a maxim, that
the less colours are mixed, the brighter they appear; the causes of which
we have mentioned already. His words are: ‘° Two colours mixed together
will not preserve the brightness of either of them single, nor will three be as
bright as two : of this observation, simple as it is, an artist who wishes to

* Northcote's ¢ Memoirs of Sir J. R.”—Supplement, p. LXXX.

4
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colour bright will know the value.”—Note xxxviI. to Dufresnoy’s Art of
Painting.

There prevail, notwithstanding, two principles of practice on the palette,
opposed to each other—the one, simple ; the other, multiple. That of simpli-
city consists in employing as few pigments, &c. as possible ; according to the
extreme of which principle the three primary colours are sufficient for
every purpose of the art. This is the principle of composition in colouring,
the opposite of which may be called the principle of aggregation, and is
in its extreme" that of having as many pigments, if possible, as there are hues
and shades of colour. .

On the first plan every tint requires to be compounded ; on the latter, one
pigment supplies the place of several, which would be requisite in the first case
to compose a tint ;—and as the more pigments and colours are compounded,
the more they are deteriorated or defiled in colour, attenuated, and chemi-
cally set at variance, while original pigments are in general purer in colour
as well as more dense and durable than compound tints, there appear to be
sufficient reasons for both these modes of practice; whence it may fairly be
inferred, that a practice composed of both will be best, and that the artist
who aims at just and permanent effects should neither compound his pig-
ments to the dilution and injury of their colours, when he can obtain pure
intermediate tints in single, permanent, original pigments, nor yet multiply
his pigments unnecessarily with such as are of hues and tints he can safely
compose extemporaneously of original colours upon his palette. This will
require experience ; and to facilitate the acquisition of such experience is
one of the objects of this work.

Examples are to be found of each of these modes in the practice of the
most eminent artists ; and if the records left us of their palettes prove the
fact, the mode of Rubens, Teniers, Hogarth, and Wilson, was more or les
that of simplicity. With respect to Sir Joshua Reynolds, we have been
assured by his favourite pupil, the venerable Northcote, who was every
way interested in remarking and remembering his methods, that however
he might have been betrayed by his materials, his practice in using them
was regulated by that breadth, simplicity, and generality which marked his
great mind, and that hence he placed no expletive tints upon his palette,
nor did he torture his colours with the palette-knife or pencil : by which
judicious practice, his pictures, notwithstanding partial failures, have
triumphed over the imperfection of his materials, and such of his works as
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have been preserved will remain to posterity with a permanence of hue not
inferior to those of any of his great predecessors ; while there is a grace and
refinement in all his productions, that insure lasting esteem to those even of
which the colouring may have partially flown, owing to the employment of
the carmine of cochineal and orpiment with blue-black in the formation of
his tints ; which three, with black and white, constituted the ordinary setting
of his palette, till he was forced very unwillingly to give up the two first for
vermilion and Naples yellow, which he afterwards continued to employ as
long as he painted. Rubens’s advice to his pupils, preserved by the Cheva-
lier Mechel, is that of the utmost simplicity ; thus, in the painting of flesh,
he says: ¢ Paint your high lights white ; place next to it yellow, then red,
using dark red as it passes into shadow ; then with a brush filled with cool
gray, pass gently over the whole until they are tempered and sweetened to
the tone you wish.”

Vandyke’s practice was similar to his master’s; and such also was that of
Correggio, who painted his flesh with the three primary colours, loaded or
embossed his lights, and moderately softened them into his mezzotints, care-
fully preserving his shadows uncontaminated with white. There is indeed
ever something in simplicity which associates it with grace, truth, beauty,
and excellence :

O sister meek of Truth,
To my admiring youth

Thy sober aid and native charms infuse !
The flow’rs that sweetest breathe,
Though beauty cull’d the wreath,

Still ask thy hand to range their order’d hues.
CoLLiNs, ODE TO SIMPLICITY.

The practice of Sir Thomas Lawrence and the late Mr. Owen afford
examples of the aggregate mode, which is well suited also to the painters
of flowers and subjects of natural history; and.many of the ablest living
artists practice in the middle mode, which is certainly less dangerous in

respect to permanence.
The first of these three plans, it is true, is the most scientific, since it

depends upon the mind, and a thorough knowledge of the relations and

effects of colours; while the second depends wholly upon the eye, and is
simply the method of sense.. This distinction applies also to the two
methods which have prevailed with different artists, by the most ordinary of
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which the painter blends his colours and forms his tints upon his palette, as
was probably done by Titian and the Venetian school; and the other by
which he makes as it were a palette of his picture, applying his colours
unbroken, and producing his combinations therewith upon his canvas, as
appears to have been the method of Rubens and Reynolds. To the first, a
good eye is principally necessary; while the latter depends upon a better
knowledge of colours,—it is also more favourable to the brilliancy, purity,
and durability of colouring, according to the foregoing maxims. Here also
the best practice is a compound of the two extreme methods, and in some
measure essential to good colouring, and appears to have been acted upon in
the landscapes of Gainsborough and Wilson.

The practice of producing tints and hues by grinding pigments together,
instead of blending them on the palette, has fallen into disuse, whether
advantageously or otherwise may be questioned ; but to this disuse may bhe
attributed some peculiarity of the tints and textares of the pictures of the
Flemish school, they being perhaps results of intimate combination from
grinding, and consequently of a more powerful chemical action among the
ingredients compounded. It conduces also undoubtedly to that union upon"
which tone and mellowness depend, when the same pigments which lie near
together in a picture are employed to form intermediate hues and tints; but
this practice conducts to foulness when the colours of such pigments are
not pure and true, and they do not assimilate well in mixture chemically.

We could not well avoid this digression on the modes of practice, upon
which durability so much depends : for so concurrent is permanence with
reputation, and so important is it, that had the sculpture of the Greeks been
no more durable than their painting, literature could not have preserved the
fame of their artists ; and the reputation of their painters in our time is
principally conceded to the transcendent excellence of their sculpture
which still remains. Hence the modern artist, who is inattentive to the
durability of his materials, may content himself with sharing some portion
only of the reputation of the engraver, whose art will become to modern
times in this respect, what sculpture in relief has been to the antient; for as
to colouring in particular, which has been called mechanical and subordi-
nate, it is the only department of painting which cannot be copied and
transferred mechanically by a copper-plate and a press, but requires a culti-
vated taste and judgment, a fine eye, and an able hand, united immediately
in the work.

G
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Abstractedly considered, it is probable that the durability of colour in
substances is uniformly dependent upon the state in which they exist che-
mically or by constitution, with respect to what we have before regarded as
the two concurrent and essential principles of light and colours, which we
have distinguished by the terms oxygen and hydrogen ; and this may
account for the apparent capriciousness by which a pigment is found some-
times durable and sometimes not so, particularly the lakes, carmines, and
most vegetal colours, the fugitiveness of which depends as much upon the
state of their bases as upon the natural infirmity of their colouring matter.
If the pigment or its base be in a state which the chemists have termed a
protoride, it will, by a gradual acquisition of oxygen from light, air, or
moisture, change or fade, till being saturated, or becoming a peroxide, it is
no farther subject to change by the election of oxygen.

On the other hand, pigments and bases assume similar states with respect
to the hydrogenous principle of light, &c. in which they may be termed
prothydrids and perhydrids, in which states they are subject to changes oppo-
site but analogous to the preceding, and to this latter influence metallic
colours and their bases are principally subject : upon the whole, however,
oxygen being the more active of the two principles, colours are in a greater
measure subject to its influence. Such is the subtile chemistry, in the sim-
plest view we are able to take of it, upon which the changes of colours in
pigments depend.

It would not be difficult to explain upon the same agency, why pigments
are more subject to oxidation and fading in a water vehicle, and to hydro-
genation and darkening in one of oil.

With respect also to permanence, it is worthy of remark, that recent pig-
ments, both natural and artificial, like recent pictures, wines, &c. undergo
amelioration by the influence of time, temperature, atmosphere, &c. which
it is better they should suffer in the state of pigments than upon the canvas.
Their drying in oil is in general also improved by age, and they approach
nearer altogether to the condition of native pigments.

These effects of time, &c. are additional reasons for the esteem in which
the colours as well as the works of celebrated deceased artists are commonly
held ; and this accords with the common remark, that time effects a mellow
and harmonious change upon pictures; but sometimes it produces changes
altogether unfavourable. To insure the former, and prevent these latter
changes, the attention of the artist, in the course of his colouring, should be
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directed to the employment of such colours and pigments as are prone to adapt
themselves in changing to the intended key of his colouring and the right
effect of his picture. For example, if he design a cool effect, ultramarine
has a tendency through time to predominate, and to aid the natural key of
blue : he will therefore compromise the permanence of his effect, if in such
case he employ a declining or changeable blue, or if he introduce such reds
and yellows as have a tendency to warmth or foxiness, by which the colour-
ing of many pictures has been destroyed. In a glowing or warm key the
case is in some measure reversed,—not wholly so, for it is observable that
those pictures have best preserved their colouring and harmony in which the
blue has been most lasting, by its counteracting the change of colour in the
vehicle, and that suffusion of dusky yellow which time usually bestows
upon pictures even of the best complexion.

Newly-discovered pigments, however flattering in appearance or in work-
ing, are to be employed with caution, or even suspicion, till experience has
obtained them the stamp of excellence. Good pigments have ever been
prized with so true an estimation of their value by all people, whether
barbarian or refined, that it may be doubted if a really excellent one has
ever been lost to the world ; and to produce such after the ages of research
which have passed, and for which all who have had eyes have been in a
measure qualified, is, we may be assured, no ordinary result either of acci-
dent or design. Accordingly, most of the resplendent pigments, fruits of
the fecundity of modern chemistry, have been found deficient of the intrinsic
and sterling excellences which have given value and reputation to some of
the antient and approved. Thus the splendid yellow chromates of lead, which
withstand the action of the sunbeam, become by time, foul air, and the
influence of other pigments, inferior even to the ochres. So again Indian
yellow, which also powerfully resists the sun, is soon destroyed in oil, and
changed by time, &c. Again, the vivid and dazzling reds of iodine are
chameleon colours, subject to the most sudden and opposite changes, and
yield the palm of excellence to the fine solid colours of vermilion, whose
name they usurp and falsify. So again the brilliant blues of cobalt, beautiful
and abundant as they are, which resist the sunbeam powerfully and have
no present imperfection, are always tending to greenness and obscurity, and
must yield their pretensions on the palette to the unrivalled excellences of
ultramarine.
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These, among the chief productions of modern chemistry, are valuable for
the ordinary and temporary purposes of painting; but they captivate the
eye by a meretricious beauty which misleads the judgment, and are to be
introduced with great caution in the more elevated practice of the art.

As to the individual permanency or fugitiveness of pigments, we have
noted them under their respective heads as they occur in the following
chapters.
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CHAP. VI

ON THE GENERAL QUALITIES OF PIGMENTS.

‘¢ Je voi bien,” Damon dit, ‘ que vous voulez que le peintre ne laisse rien échapper de tout
ce qui est de plus avantageux dans son art.”—Dvu PILE, DiaL. p. 9.

HituERTO We have treated of colour only, which is the universal quality of
pigments, and of its relations, physical causes, and changes; there remain
therefore for discussion the more material properties, upon which depend the
various uses, excellences, and defects of pigments.

The general attributes of a perfect pigment are beauty of colour, com-
prehending pureness and richness, brilliancy and intensity, delicacy and
depth,—truth of hue,—transparency or opacity, well-working, crispness,
setting-up or keeping its place, and desiccation or drying well ; to all which
must be superadded durability when used, a quality to which the health and
vitality of a picture belong, and is so essential, that all the others put together
without it are of no esteem with the artist who merits reputation : we have
therefore given it a previous distinct consideration.

No pigment possesses all these qualifications in perfection, for some are
naturally at variance or opposed ; nor is there any pigment that cannot boast
excellence in one or more of them. BEeaury, delicacy, purity, and bril-
liancy, are commonly allied in the same pigment, as are also depth, rich-
ness, and intensity in the beauty of others; and some pigments possess all
these in considerable degree; yet delicacy and depth in the beauty of
colours are at variance in the production of all pigments, so that perfect
success in producing the one is attended with some degree of failure in the
other, and when they are united it is with some sacrifice of both ;—they are
the male and female in beauty of colour ; the principle is universal, and the
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Hercules, Venus, and Apollo, are illustrations of it in sculpture. Hence the
judicious artist purveys for his palette at least two pigments of each colour,
one eminent for delicate beauty, the other for depth. Of the importance of
beauty in colours and pigments there can be no dispute, since it is equally
a maxim in colouring as of sounds in music, that if individual colours or
sounds be disagreeable to the eye or ear, no combination of them can be
pleasing either in melody or harmony—succession or conjunction.

TruTH oF HUE is a relative quality in all colours, except the extreme
primaries, in the relations of which blue, being of nearest affinity to black or
shade, has properly but one other relation, in which it inclines to red, and
becomes a purple blue; it is therefore a faulty or false hue when, inclining
to yellow, it becomes of a green hue: but red, which is of equal affinity to
light and shade, has two relations, by one of which it inclines to blue, and
becomes a purple-red or crimson; and by the other it inclines to yellow,
and becomes an orange-red or scarlet, neither of which are individually
false or discordant; yet yellow, which is of nearest affinity to white or light,
has strictly but one true relation by which it inclines to red, and becomes a
warm yellow, for by uniting with blue it becomes a defective green-yellow.
Thus greenness is inimical to truth of hue in these primaries, agreeably to
the law or regulation by which green is as naturally adapted to contrast as
it is inept to compound with colours in general. The other secondary and
tertiary colours, having all duplex relations, may incline without default to
either of their relatives.

TrANSPARENCY is an essential property of all glazing colours, and adds
greatly to the value of dark or shading colours; indeed it is the prime
quality upon which depth and darkness depend, as whiteness and light do -
upon opacity or reflecting power. Opacity is therefore the antagonist of
transparency, and qualifies pigments to cover in dead-colouring or solid
painting, and to combine with transparent pigments in forming tints; and
hence also semitransparent pigments are qualified in a mean degree both
for dead colouring and finishing. As excellences therefore, transparency
and opacity are relative only—the first being indispensable to shade in all
its gradations, as the latter is to light. The natural and artificial powers, or
depth and brilliancy, of every colour lie within the extremes of black and
white ; it follows therefore that the most powerful effects of transparent
colours are to be produced by glazing them over black and white: as
however few transparent pigments have sufficient body or tingeing power
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for this, it is necessary rather to glaze them over deep reflective or opaque
colours of their own hues.

WorkiNe WELL depends principally upon fineness of texture and the
quality called bdody in colours; yet every pigment has its peculiarities in
respect to working both in water and oil, and these must become matters
of every artist’s special experience ; and some of the best pigments are most
difficult of management, while some ineligible pigments are rich in body
and free in working ;—yet accidental circumstances may influence all
pigments in these respects, according to the artist’s particular mode of
operation and his vehicle, upon the affinities of pigments with which depend
also their general faculties of working, such as keeping their place, crisp-
ness or setting-up, and drying well; but these latter and other qualities
and accidents of pigments have little of a general nature, and will be parti-
cularly considered in treating of the individual characters of pigments: it
may however be remarked, that crispness, setting-up, and keeping their
place and form in which they are applied, are contrary to the nature of
many pigments, and depend in painting with them upon a gelatinous tex-
ture of their vehicle ;—thus mastic and other resinous varnishes give this
texture to oils which have been rendered drying by the acetate or sugar of
lead ;—simple water also, albumen, and animal jelly made of glue or isin-
glass, give the same property to oils and colours ; bees’-wax has the same
effect in pure oils. White lac varnish, and other spirit varnishes, rubbed
into the colours on the palette, enable them also to keep their place very
effectually in most instances. This is important also, because glazing
cannot be performed unless it be with a vehicle which keeps its place, or
with colours which give this property to the vehicle, as some lakes and
transparent colours do.

FINENESs OoF TEXTURE is gotten by grinding and levigating extremely,
but is only perfectly obtained by solution—and this few pigments admit
of ;—it merits attention, however, that colours ground in water in the state
of a thick paste, and others, such as gamboge, in strong solution in water
and liquid rubiate, &c. are miscible in oil, and dry therein firmly ; and in
case of utility or necessity, any water-colour in cake, being rubbed off thick
in water, may then be diffused in oil, the gum of the cake acting asa
chemical medium of union to the water and oil without injury. And pig-
ments, which cannot otherwise be employed in oil or varnish, may be thus
forced into the service, and add to the resources of the painter in oil.
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In such case, however, the steel palette-knife should be employed with
caution.

With respect to DesiccaTion or Drying, the well-known additions of
the acetate or sugar of lead,* litharge, and sulphate of zinc, called also white
copperas and white vitriol, either mechanically ground or in solution, for
light colours ; and japanner’s gold size, or oils boiled upon litharge, for lakes,
or in some cases verdigris and manganese for dark colours, may be resorted
to when the colours or vehicles are not sufficiently good dryers alone; and
it requires attention, that an excess of dryer renders oil saponaceous, is
inimical to drying, and injurious to the permanent texture of the work.
Some colours, however, dry badly from not being sufficiently edulcorated or
washed, and many are improved in drying by passing through the fire, or
by age. Sulphate of zinc, as a dryer, is less powerful than acetate of lead,
but is preferable in use with some colours, upon which it acts less injuri-
ously ; but it is supposed, erroneously, to set the colours running; which is
not positively the case, though it will not retain those disposed to move,
because it wants the property the acetate of lead possesses, of gelatinizing
the mixture of oil and varnish. These two dryers should not be employed
together, as frequently directed, since they counteract and decompose each
other by double election,—forming two new substances, the acetate of zinc,
which is an ill dryer, and the sulphate of lead, which is insoluble and
opaque. The inexperienced ought here to be guarded also from the highly
improper practice of some artists, who strew their pictures while wet with
the acetate of lead, or use this substance otherwise in its crystalline or
granular form, without grinding or solution, which, though it may promote
present drying, will ultimately effloresce on the surface of the work, and
throw off the colour in sandy spots.

It is not always that ill drying is attributable to the pigments or vehicle,—
the states of the weather and atmosphere have great influence therein. The
oxygenating power of the direct rays of the sun renders them peculiarly
active in drying oils and colours, and was probably resorted to before dryers
were added to oils, particularly in the warmer climate of Italy, in which the
very atmosphere is imbued with the matter of light to which the drying
property of its climate may be attributed. The ground may also advance
or retard drying, because some pigments, united either by mixing or glazing,

_* This is the Saccharum Saturni of the old chemists, and the Saturnus Glorificatus of the
alchymist, celebrated for its uses in forming pastes for artificial gems, for drying oils, &c.
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are either promoted or obstructed in drying by their conjunction. The best
practice in this respect is to sponge the picture previously to painting
thereon with soft water, and in damp weather with weak aqueous solution
of the acetate or sugar of lead. The various affinities of pigments occasion
each to have its more or less appropriate dryer; and it would be a matter
of useful experience if the habits of every pigment in this respect were
ascertained ;—siccatives of less power generally than the above, such as the
acetate of copper and the oxides of manganese, to which umber owes its
drying quality, and others might come into use in particular cases. Many
other accidental circumstances may also affect drying; and among these
none is more to be guarded against by the artist than the presence of soap
or alkali, too often left in the washing of his brushes, which, besides other
ill effects, decompose and are decomposed by acetate of lead and other
dryers, and retard drying, in streaks and patches on the painting; in
all which cases however the odium of ill drying falls upon some unlucky
pigment. To fre¢ brushes from this disadvantage, they should be cleansed
with the oils of linseed and turpentine.

To all other good qualities of pigments it would be well if we could in all
cases add that of being iNNoxrous;—as this however cannot always be,
and good pigments are by no means to be sacrificed to the want of this pro-
perty, while no pigment that is not imbibed by the stomach will in the
slightest degree injure the health of the artist; common cleanliness, and
avoiding the habit of putting the pencil unnecessarily to the mouth, so com-
mon in water-painting, are sufficient guards against any possibly pernicious
effects from the use of any pigment.
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CHAP. VIL

ON COLOURS AND PIGMENTS INDIVIDUALLY.

¢¢ Parmi les couleurs artificielles le peintre doit connoltre celle qui ont amiti¢ ensemble, (pour
aiosi dire,) et celle qui ont antipathie; il en doit sgavoir les valeurs séparément, et par compari-
son des unes aux autres.”—Du PILE, DIALOGUE, p. 6.

Havine defined and exemplified colours generally, and discussed briefly
their relations, causes, and general attributes, we proceed to the more
particular and practical part of our work—the powers and properties of colours
and pigments individually ; a subject so pregnant with materials, and of such
unlimited connexions, that volumes might easily be inflated to little pur-
pose with vague instructions to prepare bad colours, while good ones may
be obtained at less expense—with the history of antient and modern
colours, and the biography, if we may use the term, of individual pigments ;
while our design is merely to sketch simply and briefly their characters
and uses, 80 as to bring the student to a knowledge of his materials by the
shortest course : and this we purpose to do in the order suggested by their
relations and the foregoing distribution, under their distinct heads.

In so doing we have introduced more illustrations of the poetic uses of
colours than might appear necessary ; because, in the absence of examples
from paintings, or those of nature, they may serve to lead the mind into
acquaintance with the expression and powers of colours in the abstract, and
to fix them as impressions habitually on the mind of the artist by whose
taste and feeling they are to be applied ; at the same time we have rendered
our quotations as brief as the sense would admit, which in many of the
instances is of wider reference than could have been exhibited without
swelling our illustration beyond reasonable bounds; yet we would willingly
call the attention of the student in the widest reference possible to the
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poet’s art as a powerful auxiliary : antients and moderns have used it as
such, and Homer may be considered not the patriarch of poets only, but of
painters also. Plutarch remarks, * that poetry is an imitative art that hath in
it much of the nature of painting ;” and he observes, ‘¢ that it is a common
saying that poetry is vocal painting, and painting, silent poetry.”* The same
may be asserted of colouring in particular.

With regard to the beauty of colours individually, it is a general law of
their relations, confirmed by nature and the impressions of sense, that those
colours which lie nearest in nature to light have their greatest beauty in their
lightest tints ; and that those which lie similarly toward shade are most beautiful
in their greatest depth or fulness,—a law which of course applies to black and
white particularly. Thus the most beautiful yellow, like white, is that which
is lightest and most vivid ; blue is most beautiful when deep and rich, while
red is of greatest beauty when of intermediate depth or somewhat inclined
to light,—and their compounds partake of these relations: we speak here
only of the individual beauty of colours, and not of that relative beauty, by
which every tint, hue, and shade of colour becomes pleasing or otherwise
according to place and reference, for this belongs to the general nature and
harmony of colours. '

There is however a vicious predilection of some artists in favour of
a particular colour, from which some of the best colourists have not
been totally free, which arises nevertheless from organic defect or mental
association ; but these minions of prejudice are greatly to be guarded against
by the colourist, who is every way surrounded by dangers: there is danger
on the one hand lest he fall into whiteness or chalkiness; on the other,
into blackness or gloom : in front, he may run into fire and foxiness, or he
may slide backward into cold and leaden dulness: all these are extremes
he must avoid. There are also other important prejudices to which the eye
is liable, in regard to colours individually, which demand also his particular
attention, because they arise from the false affections of the organ itself, to
which the best eye is most subject; these are occasioned by the various
specific powers of single colours acting on the eye according to their
masses,—the activity of light, or the length of time they are viewed;
whereby vision becomes over-stimulated, unequally exhausted, and endued,
even before it is fatigued, with a spectrum which clouds the colour itself,

* Works, vol. 111. p. 46,
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and gives a false brilliancy, by contrast, to surrounding hues, so as totally or
partially to throw the eye off its balance and to mislead the judgment. This
may be effected by a powerful colour on the palette, a mass of dra-
pery, the colour of a wall,* or other accidental cause; and the remedy
against it is to refresh the eye with a new object, of nature, if possible, or to
give it rest. The powers of colours in these respects will be hereafter
adverted to under their distinct heads. As to the powers of pigments
individually, and their reciprocal action and influence chemically, these
will be denoted separately of each colour or pigment, and such colours as
injure each other pointed out, leaving it to be understood that in instances
not noticed colours may be mixed and employed with impunity.

* See Note I.
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CHAP. VIIIL

ON THE NEUTRAL, WHITE.

I take thy hand ;—this hand
As soft as dove's down, and as white as it ;
Or Ethiopian's tooth, or the fann'd snow that ’s bolted
By the northern blast twice o’er.
SHAKSPEARE.

WHITE, in a perfect state, should be neutral in hue, with regard to
colour, and absolutely opaque ; that being the best which reflects light
most brilliantly. This is the property in white called dody, which term in
other pigments, more especially in those which are transparent, means
tingeing power. White, besides its uses as a colour, is the instrument
of light in painting, and compounds with all colours, when pure, without
changing their class ; yet it dilutes and cools all colours except blue, which
is specifically cold; and, though it does not change nor defile any
colour, it is defiled and changed by all colours. This pureness of white, if
it be not in some degree broken or tinged, will cast down or degrade
every other colour in a picture, while itself becomes harsh and crude. Hence
the lowness of tone which has been thought necessary in painting,
but is so only because our other colours do not approach to the purity of
white. Had we all necessary colours thus relatively pure as white, colour-
ing in painting might be carried up to the full brilliancy of nature.

The term colour is equivocal when attributed to the neutrals, yet the
artist is bound to consider them as colours; and, in philosophic strictness,
they are such in extreme composition and latently, for a thing cannot but
be that of which it is composed, and neutrals are composed of all colours.

Locally, white is the most advancing of all colours in a picture, and pro-
duces the effect of throwing other colours back in different degrees, accord-
ing to their specific retiring or advancing powers; which powers are not
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however absolute properties of colours, but dependant upon the relations of
light and shade, which are variously appropriate in all colours: hence
it is that a white object, properly adapted, appears to detach, distribute,
put in keeping, and give relief, decision, distinctness, and distance to every
thing around it. White itself is advanced or brought forward, unless in-
deed white surround a dark object, in which case they retire together. In
mixture white communicates these properties to its tints, and harmonizes in
conjunction or opposition with all colours, but lies nearest in series to
yellow, and remotest from blue, of which, next to black, it is the most per-
fect contrast. It is correlative with black, which is the opposite ex-
treme of neutrality. We have said that black and white are the same
colour ; and the truth of this appears practically in painting a white object
upon a light ground, which is done with black pigment; and also in
painting a black object upon a dark ground, which is done with white pig-
ment : in the latter case, by supplying the lights of the object; and in the
former, by supplying the shadows : the same is evinced to the eye in the
black and white of the definitive scale, Pl. 1. fig. 3. Perfect white is
opaque, and perfect black transparent; hence, when added to black in
minute proportion white gives it solidity ; and from a like small proportion
of black combined with white the latter acquires locality as a colour,
and better preserves its hue in painting. Both white and black communi-
cate these properties to other colours in proportion to their lightness or
depth, while they cool each other in mixture, and equally contrast each
other when opposed. These extremes of the chromatic scale are each in
its way most easily defiled, as green, the mean of the scale, is the greatest
defiler of colours. Rubens regarded white as the nourishment of light and
the poison of shadow.

White is expressive of modesty and sweetness, and contributes to these
expressions in other colours, when mixed therewith, by subduing their
force; it is hence the pleasing expression of paleness and pureness of colour
arises ;—and in its general effect, as a colour on the eye and the mind, white
is enlivening and elating, without gaiety, according to the neutrality of its
relations ; inspiring confidence or hope, as black or darkness does fear and
distrust ;—it has ever been the vesture of priesthood, and, in its sensible
and moral expression, it is the natural garb and emblem of purity, delicacy,
innocency, timidity, gentleness, dignity, piety, peace, and all the modest
virtues ; hence the white flag is the token of peace ; the white feather the meta-
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phor of timidity ; and the white vestments of the vestal and priest the
symbols of purity and peace: and it heightens these sentiments in pictorial
representations, and lends its powers to language metaphorically ; hence the
poet also employs it ideally and rhetorically for all this variety of expression
in the construction of epithets and the clothing of figures and sym-
bols; and this he does likewise with all colours in the manner, reference,
and relation, and with the same feeling as the painter.
Spenser, who was a great poetical colourist, gives this moral colouring to

his figures; thus his Humbleness, as Humilta,

——Was an aged sire all hoary gray.

FAIRIE QUEEN, Cant. Xx. 5.
His Reverence,
Right cleanly clad in comely sad attire.

C.x. 1.
His Faith, as Fidelia,
She was arrayed all in lily white.
C. x. 13.
His Hope, as Sperania,
Was clad in blue that her beseemed well.
C. x. 14.
His Charity, as Charissa,
Was all in yellow robes arrayed.
C. x. 30

His Falsehood,

Clad in scarlet-red
Purfled with gold and pearl of rich assay.
C. x1.13.

His Praise-desire,
In a long purple pall, whoee skirt with go/d
Was fretted all about, she was arrayed.
C. 1x. 37.

His Idleness,

—— The nurse of sin
Arrayed in habit dlack and amice thin.
C. 1v. 18,

And many others. Indéed there is hardly a virtue, vice, or quality, which
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Spenser has not figured and decorated with generally appropriate and
expressive colours in his ‘¢ Fairie Queen.”

‘But of white, in particular, as employed by the poets, the followmg may
serve as examples of epithets,—

White-robed truth.
MiLTON.

White-robed innocence. ’ Cari
PorE.

Celestial Piety!
Mild in thy milk-white vest, to soothe my friend,
With holy fillets on thy brows descend.
ADDISON, after Statius, Silv. Lib. 111.

The saintly veil of maiden white.
Micron.

Vestures of nuptial white.
RocGERs.
O welcome pure-eyed Faith, white-handed Hope,
Thou hovering angel, girt with golden wings,
And thou unblemish’d form of Chastity !
MiLToN’s CoMmus.

In the latter example white is naturally and beautifully associated with
yellow. White appears to be almost as principal in the colouring of the
poet as of the painter, and volumes might be filled with instances of its use,
but the following may suffice :—

White as the sunshine stream thro’ vernal clouds.
AKENSIDE.

Wiite as thy fame, and as thy honour clear.
DRYDEN.

Came vested all in white, pure as her mind.
MivToN.

Cytherea,
How bravely thou becom’st thy bed ! Fresh lily !
And whiter than the sheets,
SHAKSPEARE’S CYMBELINE, Act I1. Sc. 2.

—— While she, the picture of pure piety,
Like a white hind under the gripe’s hard claws.
Isip.
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No whiter page than Addison’s remains.
PorE.

In the following, white is symbolical of pureness, innocence, chastity,
candour, peace, friendship, and virtue in general. '

The snowy wings of Innocence and Love.
AKENSIDE,

Let hoary Judgment, sober guest,
Bring candour in her lilied vest.
Mason.

~———~———XKind Peace appear,
And in thy right hand hold the wheaten ear,
From thy white lap th’ o’erflowing fruits shall fall.

She first, white Peace, the earth with plowshares broke,
And bent the oxen to the crooked yoke,
ADDISON AFTER TiBULLUS.

*“ You may find too the colour of the drapery that she [Friendship] wore
in the old Roman paintings, from that verse in Horace,—

Te Spes, et albo rara Fides colit
Velata panno. Op. 35. Lis. 1.”
ON ANTIENT MEDALS, DIAL. I. p. 43.

Now, by my maiden honour, yet as pure
As the unsullied lily, T protest,
SHAKSPEARE.

To bring white hairs unto a quiet grave.
Isip.

The following afford examples of white in accordance with red, of which
relation we have already spoken, and shall have occasion to mention here-
after.

Upon those lips, the sweet fresh buds of youth,
The holy dew of prayer lies like a pearl
Dropp’d from the opening eye-lids of the morn
Upon the dashful rose.
MIDDLETON,
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" Whose blush does thaw the consecrated snow

That lies on Dian’s lap.
CANONS ofF CRITICISM.

Ne less praiseworthy is her sister dear,
Faire Mariane, the Muses’ only darling;
Whose beautie shineth as the morning clear
With silver dew upon the roses pearling.
SpeNsER’s CoL. CLo.

What if this cursed hand
Were thicker than itself with brother’s blood ?
Is there not rain enough in the sweet heavens
To wash it white as snow?

HAMLET, Act 111. Sc. 3.

To thee, sweet smiling maid, I bring
The beauteous progeny of spring ;
In every breathing bloom 1 find
Some pleasing emblem of thy mind.
The blushes of that op’ning rose
Thy tender modesty disclose —.
The snow-white lilies of the vale,
Diffusing fragrance to the gale,
No ostentatious tints assume,
Vain of their exquisite perfume;
Careless, and sweet, and mild, we see
In them a lovely type of thee.
RicHARDSON’S RUSSIAN ANECDOTES.
——Yet I°ll not shed her blood ;
Nor scar that whiter skin of hers than srow,
And smooth as monumental alabaster.

OTHELLO, Act v. Sc. 2.

A very different form did Virtue wear;—

Rude from her forehead fell th’ unplaited hair;

‘With dauntless mien aloft she rear’d her head,

And next to manly was the virgin’s tread ;

Her height, her sprightly blusk, the goddess show,

And robes unsullied as the falling snow.

—~—————She said

With me the foremost place let Honour gain,

Fame and the praises mingling in her train ;

Gay Glory next, and Victory on high,

White like myself on snowy wings shall fly.
ADDISON, AFTER SiLius ITALICUS.
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In the following, white is contrasted with black :—

‘Whiter than new srow on a raven’s back.
ROMEO AND JULIET, Act II1I1. Se. 2.

The Moon,
Rising in clouded majesty, at length
Apparent queen unveil'd her peerless light,
And o'er the dark her silver mantle threw.
MiLTON.

The Greeks obey ; where yet the embers glow,
Wide o’er the pile the sable wine they throw.
Next the white bones his sad companions place,
With tears collected, in a golden vase.
Pore’s HoMER's IL. B. xxI11I.

‘While, her dark eyes declining by his side,
Moves in her virgin veil the gentle bride.
RoGERs.

Dark-wounding Calumny
The whitest virtue strikes.
SHAKSPEARE.

Thou tremblest, and the whiteress on thy cheek
Is apter than thy tongue to tell thy errand.
E’en such a man, so faint, so spiritless,
So dull, so dead in look, so woe-begone,
Drew Priam’s curtain in the dead of night.
Ieip.

In the latter of these passages white gives contrast or character to every
thought, and heightens the whole sentiment, while in that which precedes
it, it is contrasted and rendered more vivid. To conclude :—

White, when it shines with unstain’d lustre clear,
May bear an object back or bring it near.
Aided by black, it to the front aspires ;
That aid withdrawn, it distantly retires ;
But black unmix’d, of darkest midnight hue,
Still calls each object nearer to the view.
MasoN's DurFresNoY.

Of these poetical examples we have given more than might appear jus-
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tifiable, because we believe, independent of the pleasure they may afford,
the perusal of them will help to imbue the mind with just references and
right appliances of colours.

White, as a pigment, is of more extensive use than any other colour in
oil painting and fresco, owing to its local property, its representing light,
and its entering into composition with all colours in forming tints: hence
every artist is sensible of the importance of good pigments of this denomi-
nation ; and Titian is said to have grieved, in one of his epistles, the death of
the chemist who prepared his white, with the pathetic lamentation of a
lover. The old masters are supposed to have possessed whites superior to
our own; nevertheless we question this as a general fact, attributing the
pureness of the local whites of some celebrated old pictures to faithful
preparation,—a proper mode of using,—careful preservation of the work,
and, in many instances, to the introduction of ultramarine, or a permanent
cold colour into the white, helped also frequently by judicious contrast.

Notwithstanding white pigments are an exceedingly numerous class, an
unexceptionable white is still a desideratum. The white earths are desti-
tute of body in oil and varnish, and metallic whites of the best body are
not permanent in water ; yet when properly discriminated, we have eligible
whites for most purposes, of which the following are the principal :—

I. WHITE LEAD, or ceruse, and other white oxides of lead, under the
various denominations of London and Nottingham whites, &c. Flake white,
Crems or Cremnitz white, Roman and Venetian whites, Blanc d’argent or Silver
white, Sulphate of lead, &c. The heaviest and whitest of these are the best,
and in point of colour and body are superior to all other whites. They are
all, when pure and properly applied in oil and varnish, safe and durable,
and dry well ; but excess of oil discolours them, and in water-painting they
are changeable even to blackness. They have also a destructive effect upon
all vegetal lakes, except the rubial or madder lakes, and madder carmines ;
they are equally injurious to red and orange leads or minium, king’s and
patent yellow, massicot, gamboge, orpiments, &c. : but ultramarine, red and
orange vermilions, yellow and orange chromes, madder colours, Sienna
earth, Indian red, and all the ochres, compound with these whites with
little or no injury. Cleanliness in using them is necessary for health; for
though not virulently poisonous, they are pernicious when taken into or
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imbibed by the pores or otherwise, as are all other pigments of which lead
is the basis. A fine natural white oxide, or carbonate of lead, would be a
valuable acquisition.

The following are the true characters of these whites according to our
particular experience :

1. LONDON and NOTTINGHAM WHITES. The best of these do
not differ in any essential particular mutually, nor from the white leads of
other manufactories. The latter, being prepared from flake white, is gene-
rally the grayest of the two. The inferior white leads are adulterated with
whitening or other earths, which injure them in body and brightness, dis-
pose them to dry more slowly, to keep their place less firmly, and to
discolour the oil with which they are applied. All the above are carbonates
of lead, and liable to froth or bubble when used with aqueous, spirituous, or
acid preparations.

2. CREMS or CREMNITZ WHITE is a white carbonate of lead,
which derives its names from Crems or Krems in Austria, or Kremnitz in
Hungaria, and is called also Vienna white, being brought from Vienna in
cakes of a cubical form. Though highly reputed, it has no superiority over
the best English white leads, and varies like them according to the degrees
of care or success with which it has been prepared.

3. FLAKE WHITE is an English white lead in form of scales or plates,
sometimes gray on the surface. It takes its name from its figure, is equal or
sometimes superior to Crems white, and is an oxidised carbonate of lead, not
essentially differing from the best of the above. When levigated, it is also
called Body-white.

4. BLANC D’ARGENT, or Silver white. These are false appellations
of a white lead, called also French white. It is brought from Paris in the
form of drops, is exquisitely white, and has all the properties of the best
white leads; but, being liable to the same changes, is unfit for general use
as a water-colour, though good in oil or varnish.

5. ROMAN WHITE is of the purest white colour, but differs from the
former only in the warm flesh-colour of the external surface of the large
square masses in which it is usually prepared.

6. SULPHATE OF LEAD is an exceedingly white precipitate from
any solution of lead by sulphuric acid, much resembling the blanc d’argent ;
and has, when well prepared, quite neutral, and thoroughly edulcorated or
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washed, most of the properties of the best white leads, but is sometimes
rather inferior in body and permanence.

The above are the principal whites of lead; but there are many other
whites used in painting, of which the following are the most worthy of
attention :

II. ZINC WHITE is an oxide of zinc, which has been more celebrated
as a pigment than used, being perfectly durable in water and oil, but want-
ing the body and brightness of fine white leads in oil ; while in water,
constant or barytic white, and pearl white, are superior to it in colour, and
equal in durability. Nevertheless, zinc white is valuable, as far as its
powers extend in painting, on account of its durability both in oil and
water, and its innocence with regard to health.

III. TIN WHITE resembles zinc white in many respects, but dries
badly, and has even less body and colour in oil, though superior to it in
water. It is the basis of the best white in enamel painting.

There are various other metallic whites,—such are those of bismuth, anti-
mony, quicksilver, and arsenic ; but none of them are of any value or repu-
tation in painting, on account of their great disposition to change of colour,
both by light and foul air, in water and in oil.

IV. PEARL WHITE. There are two pigments of this denomination :
one falsely so called, prepared from bismuth, which turns black in sul-
phureted hydrogen gas or any impure air, and is used as a cosmetic; the
other, prepared from the waste of pearls and mother-of-pearl, which is ex-
quisitely white, and of good body in water, but of little force in oil or
varnish ; it combines however with all other colours, without injuring the
most delicate, and is itself perfectly permanent and innoxious;—witness
Cleopatra’s potation of pearls.

V. CONSTANT WHITE, PERMANENT WHITE, or Barytic white, is a
sulphate of barytes, and witen well prepared and free from acid, is one of
our best whites for water-painting, being of superior body in water, but
destitute of this quality in oil.

As it is of a poisonous nature, it must be kept from the mouth ;—in other
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respects and properties it resembles the true pearl white. Both these
pigments should be employed with as little gum as possible, as it de-
stroys their body, opacity, or whiteness; and solution of gum ammoniac
answers best.

VI. WHITE CHALK is a well-known native carbonate of lime, used by
the artist only as a crayon, or for tracing his designs, for which purpose it is
sawed into lengths suited to the port-crayon. White crayons and tracing-
chalks, to be good, must work and cut free from grit. From this material
whitening and lime are prepared, and are the bases of many common
pigments and colours used in distemper, paper-staining, &c.

There are many other terrene whites under equivocal names, from the
famed Melinum, or white earth of Aelos, mentioned by Pliny to have been
used by the Greek painters, to common whitening prepared from chalk.
Among them are Morat or Modan white, Spanish white, or Troys, or Troy
white, Rouen white, Bougeval white, Paris white, Blanc de Roi, China white,
Satin white, &c. The common oyster-shell contains also a soft white in its
thick part, which is good in water ; and egg-shells have been prepared for
the same purpose, as may likewise an endless variety of native earths, as
well as those produced by art. From this unlimited variety of terrene
whites we have selected above such only as are reputed, or as principally
merit the attention of the artist ;—the rest may be variously useful to the
paper-stainer, plaisterer, and painter in distemper; but the whole of them
are destitute of body in oil, and injurious to many colours in water, as they
are to all colours which cannot be employed in fresco. See Tab. 1x.
Chap. xxir.
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CHAP. IX.

OF THE PRIMARY COLOURS.

OF YELLOW.

What is here?
Gold? yellow, glittering, precious gold? No, Gods,
I am no idle votarist :
Thus much of this, will make black white, foul fair,
‘Wrong right, base noble, old young, coward valiant.
Ha! you Gods! why this
Will lug your priests and servants from your sides;
Pluck stout men’s pillows from below their heads;
This yellow slave.

SHAksSP., TIMON OF ATHENS.

Yerrow is the first of the primary or simple colours, nearest in relation to,
and partaking most of the nature of, the neutral white; it is accordingly a
most advancing colour, of great power in reflecting light. Compounded
with the primary red, it constitutes the secondary orange, and its relatives,
scarlet, &c. and other warm colours.

It is the archeus or prime colour of the tertiary citrine ;—it characterizes
in like manner the endless variety of the semineutral colours called brown,
and enters largely into the complex colours denominated buff, bay, tawny,
tan, dan, dun, drab, chesnut, roan, sorrel, hazel, auburn, isabela, faun,
feuillemorte, &c. Yellow is naturally associated with red in transient and
prismatic colours, and they comport themselves with similar affinity and
glowing accordance in painting, as well in conjunction as composition. It
is the principal power also with red in representing the effects of warmth,
heat, and fire, in painting and poetry :—

‘Where Indian suns engender new diseases,—
Where snakes and tigers breed,—I bend my way,
To brave the fev'rish thirst no art appeases,—
The yellow plagues, and madd’ning blaze of day.
FROM THE SPANISH OF GONZzALvo.
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In combination on the other hand with the primary blue, yellow consti-
tutes all the variety of the secondary green, and, subordinately, the tertiaries
russet and olive. It enters also in a very subdued degree into cool, semi-
neutral, and broken colours, and assists in minor proportion with blue and
red in the composition of black.

As a pigment, yellow is a tender delicate colour, easily defiled, when pure,
by other colours. In painting it diminishes the power of the eye by its
action in a strong light, while itself becomes less distinct as a colour; and,
on the contrary, it assists vision and becomes more distinct as a colour in a
neutral somewhat declining light. These powers of colours upon vision
require the particular attention of the colourist. To remedy the ill effect
arising from the eyes having dwelt upon a colour, they should be gradually
passed to its opposite colour, and refreshed amid compound or neutral tints,
or washed in the clear light of day. )

In a warm light, yellow becomes totally lost, but is less diminished than
all other colours, except white, by distance. The stronger tones of any
colour subdue its fainter hues in the same proportion as opposite colours
and contrasts exalt them. The contrasting colours of yellow are a purple
inclining to blue when the yellow inclines to orange, and a purple inclining
to red when the yellow inclines to green, in the mean proportions of
thirteen purple to three of yellow, measured in surface or intensity; and
yellow being nearest to neutral white in the natural scale of colours it
accords with it in conjunction. Of all colours, except white, it contrasts
black most powerfully. )

Yellow is discordant when standing alone, or unsupported by other
colours, with orange. It is the vulgar symbol of jealousy, occasioned per-
haps by the biliary complexion attending that passion; to which symbol
Butler alludes thus :—

Jealous piques,
Which th’ antients wisely signified

By th’ yellow manto’s of the bride.
Hupisr., Part 11, Canto 1.

And Chaucer thus:—
- And Jalousie,
That wered of yelw colors a gerlond

And had a cuckow sitting on hir hond.
KN1GHT’s TALE, v. 1032.

yet the sensible effects of yellow are gay, gaudy, glorious, full of lustre,
, K
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enlivening, and irritating; and its impressions on the mind partake of these
characters, and acknowledge also its discordances : —
Only they

That come to hear a merry, gaudy play,

A noise of targets ; or to see a fellow

In a long motley coat, guarded with yellow,

Will be deceived.

SHAxsp., ProL. HEN. VIII.

The name yellow is used metaphorically for several malign passions; but
from want of euphony or other cause, it is less employed than those of other
colours by the poets, with whom the terms saffron, golden, orient, &c.
supply its place ; hence—

Now when the rosy morn began to rise,

And wave her saffron streamer.
DRYDEN.

Now when the rosy-finger’d morning faire,
Woeried of aged Tithoun’s saffron bed,
Had spred her purple robe through dewy aire.
FAIRIE QUEEN, Cant, II. 7.

The cynosure of jaundiced eyes. :
SHAKSPEARE.

Soon as the white and red mixt finger’d dame
Had gilt the mountain with her saffron flame.
CHAPMAN'S ODYSSEY.

The substitution of gold, &c. for yellow by the poets may have arisen not
less from the great value and splendour of the metal, than from the paucity
of fine yellows among those antients who celebrated the Tyrian purple or
red, and the no less famed Armenian blue ;—so in the beautiful illuminated
Mss. of old, and in many antient paintings, which glowed with vermilion
and ultramarine, the place of yellow was supplied by gilding :* had there
been blue and red metals equal in beauty to the yellow of gold, their bril-
liancy would probably have driven other coloured pigments from the field
of early art ; but the modesty of nature has wisely denied such meretricious
beauty to the painter ; metallic tones being as harsh and unsavoury to chaste
sense in painting as they are in music.

* This is also remarkable in the unique collection of antient oil paintings belonging to
Charles Aders, Esq.
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In the next example, the poet gives force to his epithets and comparisons
by a double contrast, equally true and beautiful :—

So sweet a kiss the golden sun gives not
To those fresh morning drops upon the rose ;
Nor shines the silver moon one half so bright

Through the transparent bosom of the deep.
SHAKSPEARE.

In the following passage he employs yellow judiciously and naturally in
various of its relations, and invigorates them by purple in the midst, as in
the preceding instance from Spenser’s Fairie Queen :—

Y our straw-coloured beard, your orange-tawney beard, your purple-in-grain beard, or
your French crown-coloured, your perfect yellow.

In the following, Shakspeare characterizes yellow metaphorically for
jealousy :—
I will possess him with yellowness,

For the revolt of mien is dangerous.

In the next, as giving lustre and life :—

Glittering in golden coats, like images,
As full of spirits as the month of May,
And gorgeous as the sun at midsummer.

IpEM.
Here, as irritating :—
He will come to her in yellow stockings,
And 'tis a colour she abhors.
IpEM.
Again, variously :—
Two beauteous springs to yellow autumn turn’d.
IbEMm.

Princes,
‘What grief hath set the jaundice on your cheeks?
Ipem, TRoIL. AND CRESSID. A. I. Se¢. 3.

Do not, as some ungracious pastors do,
Show me the steep and thorny way to heaven ;
‘Whilst, like a puff’d and reckless libertine,
Himself the primrose path of dalliance treads.
IpemM, HAMLET, A.1. Sc. 8.
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Now he shades it :—

Her hair is auburx, mine is perfect yellow :
If that be all the difference in his love,
I’ll get me such a colour'd periwig.
SHAKSPEARE.

T have lived long enough : my way of life
Is fall'n into the sear, the yellow leaf.
Ipem.

And here he contrasts it with black :—
Not black in my mind, though yellow in my legs.
IbEM.

Or hide me nightly in a charnel-house,
O’er-cover’d quite with dead men’s rattling bones,
With reeky shanks, and yellow chapless skulls.
RoMEO AND JULIET, A. 1v. Sc. 1.

On his harnais,—
With nailes yelwe and bright as any gold,
He had a beres skin, cole-blake for old.
His long haire was kempt behind his bak :
As any ravene’s fethere it shoue for blake.
CHAUCER’S KNIGHT's TALE, v. 2142.

By other poets the term yellow is almost universally substituted metony-
mously, as we have already instanced ; yet Spenser sings :—
Her yellowe locks, that shone so bright and long,
As sunny beams in fairest summer’s day ;
She fiercely tore, and with outrageous wrong
From her red cheeks the roses rent away,
CoL. Cro.

Goldsmith, another of nature’s pupils, has celebrated—
The yellow-blossom’d vale ;

and Byron, in imitating Catullus, speaks of—
The yellow harvest's countless seed.

Yellow is a colour abundant throughout nature, and its class of pigments
abounds in similar proportion. We have arranged them under the follow-
ing heads, agreeably to our plan, according to their definiteness and bril-
liancy of colour ; first, the opaque, and then the transparent, or finishing
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colours. It may be observed of yellow pigments, that they much resemble
whites in their chemical relations in general.

I. 1. CHROME YELLOW is a pigment of modern introduction into
general use, and of considerable variety, which are mostly chromates of lead,
in which the latter metal more or less abounds. They are distinguished by
the pureness, beauty, and brilliancy of their colours, which qualities are great
temptations to their use in the hands of the painter; they are notwith-
standing far from unexceptionable pigments ;—yet they have a good body,
and go cordially into tint with white both in water and oil ; but, used alone
or in tint, they after some time lose their pure colour, and may even become
black in impure air; they nevertheless resist the sun’s rays during a long
time. Upon several colours they produce serious changes, ultimately de-
stroying Prussian and Antwerp blues, when used therewith in the com-
position of greens, &c. In general they do not accord with the modest
hues of nature, nor harmonize well with the sober beauty of other colours ;
hence the opinions of artists vary exceedingly respecting these pigments.
Whether impraovement in their modes of preparation and use will render
them eligible pigments hereafter remains yet to be proved.

We have prepared them upon almost every possible base; and the late
ingenious Dr. Bollmann, who introduced them into commerce, made trials
at our suggestion for improving them, but none has been hitherto produced
upon which the artist can safely trust his reputation as a colourist. This
substance was known as a native pigment long before it was distinguished
as a chemical substance.

2. JAUNE MINERALE. This pigment is also a chromate of lead,
prepared in Paris, differing in no essential particular from the above, except
in the paleness of its colour. The chrome yellows have also obtained other
names from places or persons from whence they have been brought, or by
whom they have been prepared ; we pass over, however, such as have not
been generally received. The following pigment passes also under the
name of Jaune Minerale :—

II. PATENT YELLOW, Turner’s Yellow, or Montpellier Yellow, is a sub-
muriate or cloruret of lead, which metal is the basis of most opaque yellow
pigments: it is a hard, ponderous, sparkling substance, of a crystalline
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texture and bright yellow colour ; hardly inferior, when ground, to chromic
yellow. It has an excellent body, and works well in oil and water, but is
soon injured both by the sun’s light and impure air; it is therefore little
used, except for the common purposes of house-painting, &c.

III. TURBITH MINERAL is a sub-sulphate of mercury, of a beautiful
lemon yellow colour, but so liable to change by the action of light or impure
air, that, notwithstanding it has been sometimes employed, it cannot be used
safely, and hardly deserves attention as a pigment.

IV. NAPLES YELLOW is a compound of the oxides of lead and anti-
mony, antiently prepared at Naples under the name of Giallolini ; it is sup-
posed also to have been a native production of Vesuvius and other volcanoes,
and is a pigment of deservedly considerable reputation. It is not so vivid a
colour as either of the above, but is variously of a pleasing light, warm,
yellow tint. Like all the preceding yellows it is opaque, and in this sense
is of good body. It is not changed by the light of the sun, and may be
used safely in oil or varnish, under the same management as the whites of
lead ; but, like these latter pigments also, it is liable to change even to
blackness by damp and impure air when used as a water-colour, or unpro-
tected by oil or varnish.

Iron is also destructive of the colour of Naples yellow, on which account
great care is requisite in grinding and using it not to touch it with the com-
mon steel palette-knife, but to compound its tints on the palette with a
spatula of ivory or horn. For the same reason it may be liable to change in
composition with the ochres, Prussian and Antwerp blues, and all other
pigments of which iron is an ingredient or principal; but used purely or
with white lead, its affinity with which gives permanency to their tints,
it is a valuable and proved colour in oil, in which also it works and dries
well.

It may also be used in enamel painting, as it vitrifies without change, and
in this state it was formerly employed under the name of Giallolini di fornace,
and has been again introduced, under an erroneous conception that vitrifica-
tion gives permanence to colours, when in truth it only increases the diffi-
culty of levigation, and injures their texture for working. Naples yellow
does not appear to have been generally employed by the early painters in oil.
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V. ANTIMONY YELLOW is also a preparation of antimony, of a
deeper colour than Naples yellow, and similar in its properties. It is prin-
cipally used in enamel and porcelain painting.

VI. MASSICOT, or Masticot, is an oxide of lead of a pale yellow colour,
exceedingly varying in tint from the purest and most tender yellow or straw
colour to pale ash colour or gray. It has in painting all the properties of
the white lead from which it is prepared, but in tint with which neverthe-
less it soon loses its colour and returns to white :—if, however, it be used
pure or unmixed, it is a useful delicate colour, permanent in oil under the
same conditions as white lead, but ought not to be employed in water, on
account of its changing in colour even to blackness by the action of damp
and impure air. It appears to have been prepared with great care, and
successfully employed by the old masters. '

VII. YELLOW OCHRE, called also Mineral Yellow, is a native pig-
ment, found in most countries, and abundantly in our own. It varies
considerably in constitution and colour, in which latter particular it is found
from a bright but not very vivid yellow to a brown yellow, called spruce
ochre, and is always of a warm cast. Its natural variety is much increased
by artificial dressing and compounding. The best yellow ochres are not
powerful, but as far as they go are valuable pigments, particularly in fresco
and distemper, being neither subject to change by ordinary light, nor much
affected by impure air or the action of lime; by time, however, and the
direct rays of the sun they are somewhat darkened. Iron is the principal
colouring matter in them all, of which the following are the principal
species ; but they are often confounded : —

1. OXFORD OCHRE is a native pigment from the neighbourhood of
Oxford, semi-opaque, of a warm yellow colour and soft argillaceous texture,
absorbent of water and oil, in both which it may be used with safety
according to the general character of yellow ochres, of which it is one of the
best. Similar ochres are found in the Isle of Wight, in the neighbourhood
of Bordeaux, and various other places. '

2. STONE OCHRE has been confounded with the above, which it fre-
quently resembles, as it does also Roman ochre. True stone ochres are
found in balls or globular masses of various sizes in the solid body of stones,
lying near the surface of rocks among the quarries in Gloucestershire and
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elsewhere. These balls are of a smooth compact texture, in general free from
grit, and of a powdery fracture. They vary exceedingly in colour from
yellow to brown, murrey and gray, but do not differ in other respects from
the preceding, and may be safely used in oil or water in the several modes
of painting, and for browns and dull reds in enamel.

3. DI PALITO is a light yellow ochre, not differing much from the
foregoing, but affording tints rather purer in colour than the brightest of
them, but less so than Naples yellow. Many pleasing varieties of ochrous
colours are produced by burning and compounding with lighter, brighter,
and darker colours, but often very injudiciously, and adversely to that
simple economy of the palette which is favourable to the certainty of
operation, effect, and durability.

4. ROMAN OCHRE is rather deeper and more powerful in colour
than the above, but in other respects differs not essentially from them ;—
a remark which applies equally to yellow ochres of other denominations.

5. BROWN OCHRE, Spruce Ochre, or Ochre de Rue, is a dark-coloured
yellow ochre, in no other respect differing from the preceding :—it is much
employed, and affords useful and permanent tints.

VIII. TERRA DI SIENNA, or Raw-Sienna earth, &c. is also a ferrugi-
nous native pigment, and appears to be an iron ore, which may be considered
as a crude natural yellow lake, firm in substance, of a glossy fracture, and
very absorbent. It is in many respects a valuable pigment,—of rather an
impure yellow colour, but has more body and transparency than the ochres;
and being little liable to change by the action of either light, time, or impure
air, it may be safely used according to its powers, either in oil or water, and
in all the modes of practice.

IX. 1. YELLOW ORPIMENT is a sulphurated oxide of arsenic, of a beau-
tiful, bright, and pure yellow colour, not extremely durable in water, and less
80 in oil :—in tint with white lead it is soon destroyed ;—it is not subject to
discolourment in impure air:—this property is not, however, sufficient to
redeem it with the artist, as it has a bad effect upon several valuable colours ;
and, although it is not so poisonous as white arsenic, is dangerousin its effect
upon health. Yellow orpiment is of several tints, from bright cool yellow to
warm orange, the first of which are most subject to change; and it has
appeared under various forms and denominations :—these seem to have been
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used by several of the old masters, with especial care to avoid mixture; and
as they dry badly, and the oxides of lead used in rendering oils drying de-
stroy their colour, levigated glass was employed with them as a dryer, or
perhaps they were sometimes used in simple varnish.

We know that Mengs and Sir Joshua Reynolds employed them in their
practice, as did also Snyders, John Van Huysum, De Heem, and other
painters of still life, sometimes successfully, and sometimes otherwise ; but
we are far from recommending them as eligible pigments.

2. KING’S YELLOW. Yellow orpiment has been much celebrated
under this name, as it has also under the denomination of—

3. CHINESE YELLOW, which is a very bright sulphuret of arsenic
brought from China.

X. 1. PLATINA YELLOW s, as its name implies, a preparation from
platina, which has afforded the author two fine yellow pigments, the deepest
of which resembles the Terra.di Sienna (vii1.), but is warmer in tone and
richer in colour and transparency, much resembling fine gall-stone. It
works well, and is extremely permanent both in water and oil, in which it
neither suffers change by the action of the sun, nor of sulphuretted hydrogen
and impure air, and is therefore a valuable pigment, and may be produced
of many tints. The other is a—

2. LEMON YELLOW, of a beautiful light vivid colour. In body and
opacity it is nearly equal to Naples yellow and masticot, but much more
pure and lucid in colour and tint, and at the same time not liable to change
by damp, sulphureous or impure air, nor by the action of light, nor by the
steel palette-knife, nor by mixture with white lead or other pigments, either
in water or oil, in each of which vehiclesit works well. Both these pigments
are, therefore, valuable additions to the palette. Lemon yellow is principally
adapted to high lights in painting. In water it exceeds gamboge in bright-
ness, and in mixture therewith improves its beauty. This mixture
also goes readily into oil : indeed it is the best and easiest way of rendering
gamboge diffusible as an oil-colour,—simple solution of the gamboge in little
water, and trituration of the lemon-yellow therewith, being all that is requi.
site for this purpose. The light yellow of the definitive scale, Pl. 1. fig. 3.
is of this pigment, which, being unaffected by lime, is eligible also in
fresco and crayons.

L
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XI. MADDER YELLOW is a preparation from the madder-root. The
best is of a bright colour, resembling Indian yellow, but more powerful
and transparent, though hardly equal to it in durability of hue,—metallic,
terrene, and alkaline substances acting on and reddening it as they do
gamboge : even alone it has by time a natural tendency to become orange
and foxy. We have produced it of various hues and tints, from an opaque
and ochrous yellow, to a colour the most brilliant, transparent, and deep.
Upon the whole, however, after an experience of many years, we do not
consider them eligible pigments.

XII. 1. GAMBOGE; or, as it is variously written, Gumboge, Camboge, -
Gambouge, Cambogia, Cambadium, Cambogium, Gambadium, Gambogium,
&c. is brought principally, it is said, from Cambaja in India, and is, we are
told, the produce of several trees. The natives of the coast of Coromandel
call the tree from which it is principally obtained Gokathu, which grows also
in Ceylon and Siam. From the wounded leaves and young shoots the
gamboge is collected in a liquid state, and dried : indeed our indigenous
herb celandine yields, in the same manner, a beautiful yellow juice of the
same properties as gamboge. Gamboge is a concrete vegetal substance,
of a gum-resinous nature, and beautiful yellow colour, bright and transpa-
rent, but not of great depth. When properly used, it is more durable than
generally reputed both in water and oil : it is deepened in some degree by
ammoniacal and impure air, and somewhat weakened, but not easily disco-
loured, by the action of light. Time effects less change in this colour than
on other bright vegetal yellows; but white lead and other metallines
injure, and terrene and alkaline substances redden it. It works remark-
ably well in water, with which it forms an opaque solution, without grinding
or preparation, by means of its natural gum; but is with difficulty used in
oil, &c. in a dry state. In its natural state it however dries well, and lasts
in glazing when deprived of its gum. It is perfectly innocent with
regard to other colours, and, though it is a strong medicine, is not dangerous
or deleterious in use. Sir Joshua Reynolds and Wilson are said to have
employed it, and so also we know did the amiable President, West : the first
of these used it softened into a paste with water, and the latter in a
dry state precipitated upon whitening. It has also been employed as a
yellow lake prepared upon an aluminous base ; but a much better way than
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either is to dissolve it into a paste in water, and mix it with lemon-yellow,
with which pigment being diffused it goes readily into oil or varnish.

2. EXTRACT OF GAMBOGE is the colouring matter of gamboge
separated from its greenish gum and impurities by solution in alcohol and
precipitation, by which means it acquires a powdery texture, rendering
it miscible in oil, &c. and capable of use in glazing. It is at the same time
improved in colour, and retains its original property of working well in
water with gum.

XIII. GALL-STONE is an animal calculus formed in the gall bladder,
principally of oxen. This concretion varies a little in colour, but is in
general of a beautiful golden yellow, more powerful than gamboge, and is
highly reputed as a water-colour : nevertheless, its colour is soon changed
and destroyed by strong light, though not subject to alteration by impure
air.

It is rarely introduced in oil painting, and is by no means eligible
therein ; and, as a water-colour, is every way inferior to platina yellow.

XIV. INDIAN YELLOW, brought from India, as its name implies, is a
pigment long employed in India under the name Puwree, but has not many
years been introduced generally into painting in Europe. It is imported in
the form of balls, is of a fetid odour, and is produced from the urine
of the camel. It has also been ascribed, in like manner, to the buffalo, or
Indian cow, after feeding on mangos ; but the latter statement is incorrect.
However produced, it appears to be a urio-phosphate of lime, of a beau-
tiful pure yellow colour, and light powdery texture; of greater body and
depth than gamboge, but inferior in these respects to gall-stone. Indian
yellow resists the sun’s rays with singular power in water-painting; yet in
ordinary light and air, or even in a book or portfolio, the beauty of its
colour is not lasting. It is not injured by foul air, but in oil it is exceed-
ingly fugitive, both alone and in tint. Owing probably to its alkaline nature,
it has injurious effect upon cochineal lakes and carmine when used with
them. As lime does not injure this colour, it may be employed in fresco.

XV. 1. YELLOW LAKE. There are several pigments of this denomina-
tion, varying in colour and appearance according to the colouring substances
used and modes of preparation. They are usually in the form of drops, and
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their colours are in general bright yellow, very transparent, and not liable to
change in an impure atmosphere; qualities which would render them very
valuable pigments, were they not soon discoloured, and even destroyed, by
the opposite influence of oxygen and light, both in water and oil; in which
latter vehicle, like other lakes in general, they are bad dryers, and do not
stand the action of white lead or metallic colours. If used, therefore, it
should be as simple as possible. Of these lakes, the following are the
best :—

2. QUERCITRON LAKE, or Quercitron Yellow, is what its names
imply. It is dark in substance, in grains of a glossy fracture, perfectly
transparent, and when ground is of a beautiful yellow colour, more durable
than the common yellow lakes, although not perfectly permanent.

In painting it follows and adds richness and depth to gamboge in water,
and goes well into varnish; but the lead used in rendering oils desicca-
tive, browns it, and for the same reason it is useless in tints.

XVI. DUTCH PINK, ENGLISH and ITALIAN PINKS, are suffi-
ciently absurd names of yellow colours prepared by dyeing, whitening, &c.
with vegetal yellow tinctures, in the manner of rose pink, from which they
borrow their name.

They are bright yellow colours, extensively used in distemper and for
paper-staining, and other ordinary purposes; but are little deserving atten-
tion in the higher walks of art, being in every respect inferior even to the
yellow lakes, except the best kind of Italian pink, which s, in fact, a yellow
lake, and richer in colour than the pigments generally called yellow lake.

The pigment called Sti/, or Stil de grain, is a similar preparation, and a
very fugitive yellow, the darker kind of which is called brown-pink.
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CHAP. X.
OF RED.

Celestial rosy red, Love’s proper hue.
MiLTOoN’s PARADISE LoST.

RED is the second and intermediate of the primary colours standing be-
tween yellow and blue ; and in like intermediate relation also to white and
black, or light and shade. Hence it is pre-eminent among colours, as well
as the most positive of all, forming with yellow the secondary orange and its
near relatives, scarlet, &c.; and with blue, the secondary purple, and its
allies, crimson, &c. It gives some degree of warmth to all colours, but most
so to those which partake of yellow.

It is the archeus, or principal colour, in the tertiary russet; enters
subordinately into the two other tertiaries, citrine and olive,; goes largely
into the composition of the various hues and shades of the semineutral
marrone, or chocolate, and its relatives, puce, murrey, morello, mordore,
pompadour, &c.; and more or less into browns, grays, and all broken
colours. It is also the second power in harmonizing other colours, and in
compounding black and all neutrals, into which it enters in the proportion
of five, to blue eight, and yellow three.

Red is a colour of double power in this respect also; that, in union
or connexion with yellow, it becomes hot and advancing; but mixed
or combined with blue, it becomes cool and retiring. It is, however,
more congenial with yellow than with blue, and thence partakes more of
the character of the former in its effects of warmth, of the influence
of light and distance, and of action on the eye, by which the power of vision
is diminished upon viewing this colour in a strong light; while, on
the other hand, red itself appears to deepen in colour rapidly in a declining
light as night comes on, or in shade. These qualities of red give it
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great importance, render it difficult of management, and require it to
be kept in general subordinate in painting: hence it is rarely used
unbroken, or as the archeus, ruling or predominating colour, or for
toneing a picture; on which account it will always appear detached
or insulated, unless it be repeated and subordinated in a composition.
Accordingly Nature uses red sparingly, and with as great reserve in the
decoration of her works as she is profuse in lavishing green upon them ;
which is of all colours the most soothing to the eye, and the true com-
pensating colour, or contrasting or harmonizing equivalent of red, in the
proportional quantity of eleven to five of red, according to surface or in-
tensity ; and is, when the red inclines to scarlet or orange, a blue-green ;
and, when it inclines to crimson or purple, is a yellow-green.

Red breaks and diffuses with white with peculiar loveliness and beauty ;
but it is discordant when standing with orange only, and requires to be
joined or accompanied by their proper contrast, to resolve or harmonize their
dissonance.

In landscapes, &c. abounding with hues allied to green, a red object,
properly posited according to such hues in light, shade, or distance, con-
duces wonderfully to the life, beauty, harmony, and connexion of the
colouring.

Red being the most positive of colours, and having the middle station of
the primaries, while black and white are the negative powers or neutrals of
colours, and the evtremes of the scale,—red contrasts and harmonizes these
neutrals ; and, as it is more nearly allied to white or light than to black or
shade, this harmony is most remarkable in the union or opposition of white
and red, and this contrast most powerful in black and red.

As a colour, red is in itself pre-eminently beautiful, powerful, cheering,
splendid, and ostentatious, and communicates these qualities to its two
secondaries, and their sentiments to the mind. Hence the blind man men-
tioned by Locke, who compared scarlet to the sound of a trumpet, had not a

very bad conception of its analogy; nor very different from that of Euri-
pides, where he says—

But when the flaming torch was hurl’d, the sign
Of purple fight, as when the trumpet sounds, &c.

and the intelligent youth couched by Cheselden thought scarlet the most
beautiful of all colours. This beauty of red is a great temptation to that
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undue use of it which subjected the Greek painter Parrhasius to the cen-
sure of Euphranor, ‘¢ that the Theseus of the former had eaten roses, but
that his own had fed upon beef.”

The bold Erechtheus’ son,
‘Whom Pallas bred, and cherish’d as her own.
PLUTARCH, ON THE FAME OF THE ATHENIANS.

.

The same beautiful fault has been attributed in modern times to the
colouring of Rubens, whose very name may be supposed in a future age to
have been given him on this account. To see things or events en couleur de
rose, is, with our vivacious neighbours, to look upon them with a cheerful,
partial, and favourable eye. '

Nature, every where replete with benevolent intelligence and good taste,
has given this colour to the blood, with the property of becoming more vivid
when spilt ; and has proportioned its action on the eye to the danger of the
case, as when an artery is wounded. If it excite salutary terror by asso-
ciation, its immediate effect on the sense is to moderate alarm by its
beauty. Had it been black instead of red, it would have been less promptly
discovered, and more frightful in its appearance. But this is out of place,
except as an instance that nature sanctions it as a true principle of art that
we should disguise or veil whatever is horrible, abominable, or loathsome.

Red is expressive of ardour and the sanguine passions: it is hence
peculiarly a military colour, as appropriate to war as white is to peace:
hence the red plumes worn by military heroes in antient times. It dyes
the flag of defiance, and is the emblem of blood ; naturally stimulating and
indicating fierceness and courage, as in the comb of the cock, the throttles
of the turkey, and in exciting the bull to rage.

As powerful, it has become the symbol of power and distinction, and
hence has decorated equally the regal robe and the mantle of martyrdom,
producing awe, veneration, and fear; while in its gentler offices it moves
and assists the affections of

Love, Hope, and Joy, fair Pleasure’s smiling train ;—

and is, upon the whole, the most effective of colours. The poets have
accordingly availed themselves freely of this colour and its progeny, for the
purpose of expression, in decorating figures and constructing epithets, often
using the term purple metonymically for red ;—sometimes, it is true, for the
mere words as sounds, but frequently also with the refined taste, true
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judgment, and cultivated feeling of the painter; of which, and as illustra-
tions of the relations, attributes, and uses of this colour, the following
examples may suffice, in reference to

1. Beauty, &c.
Beauty’s ensign yet
Is crimson in thy lips and in thy cheeks,
And Death’s pale flag is not advanced there.
SHAKSPEARE.

To blush and beautify the cheek again.
IpEM.

2. Joy, &c.

See, your guests approach :
Address yourself to entertain them sprightly,
And let’s be red with mirth.

IbEMm.

They call drinking deep, dying scarlet.
IpEM.

Blooming youth and gay delight
Sit on thy rosy cheeks confess’d.
PRIOR.

3. Love, &c.

‘Would you know where young Love in his beauty reposes,
And find him uninjured by sorrow or care,
Go—seek for the boy in the Valley of Roses,
And find the pure spirit of constancy there.
MARY ANN BROWN.

Coarse complexions,
And cheeks of ev'ry grain, will serve to ply
The sampler, and to tease the housewife’s wool :
‘What need a vermil-tinctured lip for that—
Love-darting eyes, or tresses like the morn?
MiLTON.

4. Hope, &c.
For me the balm shall dleed, the amber flow,
The coral redden, and the ruby glow.
Pores.
The rosy-finger’d morning fair.
SPENSER.
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5. Dignity, &c.

The scarlet honour of your peaceful gown.
DRYDEN.

Thy ambition,
Thou scarlet sin, robb’d this bewailing land
Of noble Buckingham.
SHAKSPEARE.

6. Ardour, &c.

He spoke : the goddess with the charming eyes
Glows with celestial red, and thus replies—.
Porr’s HOMER.

While Mars, descending from his crimson car,
Fans with fierce hands the kindling flames of war.
HALLER.

7. Anger, &c.

If I prove honey-mouth’d, let my tongue blister,
And never to my red-look’d anger be
The trumpet any more.

SHAKSPEARE.

How bloodily the sun begins to peer
Above yon busky hill! The day looks pale
At his distemperature.
Ioem.

Change the complexion of her maid-pale peace

To scarlet indignation, and bedew

Her pastures’ grass with faithful English blood.
IpEM.

Spreads the red rod of angry pestilence.
MiLToN.

8. Accordance with white, &c.

She gathereth flowers partie white and rede,
To make a sotel garland for hir head.
CHAUCER’S KNI1GHT’s TALE.

Hath white and red in it such wondrous power,
That it can pierce through eyes into the heart,
And therein stir such rage and restless tower
As only death can stint the dolorous smart ?
SpeNsER’s HYMN To BEeAuTY.

M
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FroM THE PERsIAN oF HaAFriz,

Sweet maid, if thou would'st charm my sight,
And bid these arms thy neck infold ;
That rosy cheek, that lily hand,
Would give thy poet more delight
Than all Bocara’s vaunted gold,
Than all the gems of Samarcand.

Boy, let yon liquid ruby flow,
And bid thy pensive heart be glad,
‘Whate’er the frowning zealots say ; o
Tell them their Eden cannot show
A stream so clear as Roenabad,
A bower so sweet as Mosellay.
SirR W. JoNEs.

"Tis beauty truly blent, whose red and white
Nature’s own sweet and cunning hand laid on.
SHAKSPEARE.

Such war of white and red within her cheek.
IDEM.

Through whose white skin
With damaske eyes the ruby blood doth peep.
MARLOWE.-

How now, my love? Why is your cheek so pale?
How chance the roses there do fade so fast?
SHAKSPEARE.

The seasons alter : hoary-headed frosts
Fall in the fresh lap of the crimson rose.
' IpEM.

A pudency so rosy, the sweet view on’t
Might well have warm’d old Saturn; that I thought her

"~ As chaste as unsunn’d snow.

IpeM, CYMBELINE, Act 11, Scene 5.

So women, to surprise us, spread
Their borrow'd flags of wkite and red.
BuTLER, HuD1BRAS, Part 11, Canto 111.
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Unto the ground she cast her modest eye,
And ever and anon with rosie red
The bashful blood her snowy cheeks did dye,
That her became, as polish’d ivory
Which cunning craftsman’s hand hath overlaid
With fair vermilion, or pure lastery.
FAIRIE QUEEN, Canto 1x. 41.

There grew a goodly tree him fair beside,

Loaden with fruit and apples rosie red,

As they in pure vermilion had been dyed.
IpeM, Canto XI. 46.

O thus ... lay the gentle babes.
Thus . .. girdling one another
Within their alabaster innocent arms.
Their lips were four.red roses on a stalk,
‘Which, in their summer beauty, kiss’d each other.
RicHARD THE THIRD, Act 1v. Scene 3.

9. Harmony with light, &c.

Morn,
‘Waked by the circling Hours, with rosy hand
Unbarr’d the gates of light.
MivLTON.

And bid the cheek be ready with a blush
Modest as Morning, when she coldly eyes
The youthful Pheebus.

TRrRoiLUusS AND CRESSIDA, Act I. Scene 3.

Say, that she frowns ; I’ll say, she looks as clear
As morning roses newly wash’d with dew.
SHAKSPEARE.

Of Nature’s gifts thou mayst with lilies boast,
And with the half-blown rose.

IDEM.

Patience, thou young and rose-lipp’d cherubim.
IpEM, OTHELLO, Act Iv. Scene 2.

Here the roses blush so rare,
Here the morning smiles so fair.
CRASHAW.
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10. Contrast with harmony, &c.—

See where she sits upon the grassie green
(O seemly sight!)
Yeclad in scarlet like a maiden queen,
And ermines white.
Upon her head a crimosin coronet
With damask roses and daffodils set,
Bay leaves between
And primroses green,
Embellish the sweet violet.
Tell me have ye seen her angel-like face,
Like Pheebe fair ?
Her heavenly "haviour, her princely grace,
Can you well compare ?
The red-rose melted with the white yfere,
In either cheek depeincten lively cheere :
Her modest eye,
Her masjesty,
‘Where have you seen the like but there ?
SPENSER’S Sugrp. CAL. AP.
His hand did quake
And tremble like an aspin green ;
And troubled blood through his pale face was seen
To come and go; with tydings from the heart,
As it a running messenger had been.
FaIRIE QUERN, C, 1X. 51.

On her left breast,
A mole cinque-spotted, like the crimson drops
I’ the bottom of a cowslip.
SHAKSPEARE, CYMBELINE, Act 11. Sc. 2.

And I serve the Fairy Queen, '
To dew her orbs upon the green :
The cowslips tall her pensioners be ;
In their gold coats spots you see :
Those be rubies, fairy favours ;
In those freckles live their savours : —
I must go seek some dew-drops here,
And hang a pearl in every cowslip’s ear.
Mip. N1cuTt’s DREAM, Act 11. Sc. 1.

11. Contrast with black, &c.—
The air hath starved the roses in her cheeks,
And pinch’d the lily-tincture of her face,

That now she is become as black as 1.
SHAKSPEARE.
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Beaufort's red sparkling eyes blab his heart’s malice,
And Suffolk’s cloxdy brow his stormy hate.
SHAKSPEARE.

And he to deck her raven hair
Would weave the rose and lily fair.

MARY A. BRowN,

Red is so much the instrument of beauty in nature and art in the colour
of flesh, flowers, &c. that good pigments of this genus may of all colours be
considered the most indispensable : we have happily, therefore, many of this
denomination, of which the following are the principal :—

I. VERMILION is a sulphuret of mercury, which, previous to its being
levigated, is called cinnabar. It is an antient pigment, the xivwdBaps of the
Greeks, and is both found in a native state and produced artificially. Ver-
milion probably obtained its name from resemblance, or admixture with the
beautiful though fugitive colours obtained from the vermes, or insects, which
yield carmines. [See Kermes Lake.] The Chinese possess a native cinna-
bar so pure as to require grinding only to become very perfect vermilion,
not at all differing from that imported in large quantities from China: it is
said also to be found in abundance in Corinthia, in the Palatinate, Friuli,
Bohemia, Almaden in Spain, the principality of Deux-Ponts, and also in
South America, particularly in Peru, &c.

Chinese vermilion is of a cooler or more crimson tone than that generally
manufactured from factitious cinnabar in England, Holland, and different
parts of Europe. The artificial, which was antiently called minium, a term
now confined to red lead, does not differ from the natural in any quality
essential to its value as a pigment ; it varies in tint from dark red to scarlet ;
and both sorts are perfectly durable and unexceptionable pigments,—the most
so perhaps of any we possess, when pure. Itis true, nevertheless, that ver-
milions have obtained the double disrepute of fading in a strong light and
of becoming black or dark by time and impure air : but colours, like cha-
racters, suffer contamination and disrepute from bad association; it has
happened accordingly that vermilion which has been rendered lakey or
crimson by mixture with lake or carmine, has faded in the light, and that
when it has been toned to the scarlet hue by red or orange lead it has
afterwards become blackened in impure air, &c. both of which adulterations
were formerly practised, and hence the ill fame of vermilion both with
authors and artists. We therefore repeat, that neither light, time, nor foul
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air, effect sensible change in true vermilions, and that they may be used
safely in either water, oil, or fresco,—being colours of great chemical per-
manence, unaffected by other pigments, and among the least soluble of
chemical substances.

Good vermilion is a powerful vivid colour of great body, weight, and
opacity ;—when pure it will be entirely decomposed and dissipated by fire
in a red heat, and is therefore, in respect to the above mixtures, easily
tested.

The following brilliant pigment from Iodine has been improperly called
vermilion, and, if it should be used to dress or give unnatural vividness to
true vermilion, may again bring it into disrepute. When red or orange lead
has been substituted for or used in adulterating vermilion, muriatic acid
applied to such. pigments will turn them more or less white or gray; but
pure vermilions will not be affected by the acid, nor will they by pure or
caustic alkalis, which change the colour of the reds of Iodine. By burning

more or less, vermilion may be brought to the colour of most of the red
ochres.

- II. IODINE SCARLET is a new pigment of a most vivid and beautiful
scarlet colour, exceeding the brilliancy of vermilion. It has received several
false appellations, but is truly an Jodide or Bi-iodide of mercury, varying in
degrees of intense redness. It has the body and opacity of vermilion, but
should be used with an ivory palette-knife, as iron and most metals change
it to colours varying from yellow to black. Strong light rather deepens and
cools it, and impure air soon utterly destroys its scarlet colour, and even
metallizes it in substance. The charms of beauty and novelty have recom-
mended it, particularly to amateurs; and its dazzling brilliancy might render
it valuable for high and fiery effects of colour, if any mode of securing it
from change should be devised; but it is out of the general scale of nature,—
at any rate it should be used pure or alone, but in the recency of expe-
rience it ought not to be trusted by the artist. A similar pigment of a more
crimson hue has lately appeared, having all the imperfections of the above,
but in an inferior degree, and have both been improperly called vermilion,
being among the most changeable of chemical substances. By time alone
these colours vanish in a thin wash or glaze without apparent cause, and

they attack almost every metallic substance, and some of them even in a
dry state.
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ITII. CHROMATE OF MERCURY. See Orange.

IV. RED LEAD, Minium, or Saturnine Red, by some old writers con-
founded with cinnabar, and called Sinoper or Synoper, is an oxide of lead of
a scarlet colour and fine hue, warmer than common vermilion ; bright, but not
so vivid as the iodide of mercury, though it has the body and epacity of both
these pigments, and has been confounded, even in name, with vermilion,
with which it was formerly customary to mix it. When pure and alone,
light does not affect its colour; but white lead, or any oxide or preparation
of that metal mixed with it, soon deprives it of colour, as acids do also ; and
impure air will blacken and ultimately metallize it.

On account of its extreme fugitiveness when mixed with white lead,
it cannot be used in tints; but employed, unmixed with other pigments, in
simple varnish or oil not rendered drying by any metallic oxide, it may,
under favourable circumstances, stand a long time ; hence red lead has had
a variable character for durability. It is in itself, however, an excellent
dryer in oil, and has in this view been employed with other pigments; but,
as regards colour, it cannot be mixed safely with any other pigments than
the ochres, earths, and blacks in general : when employed in water the reds
of lead, iodine, and mercury are warmed and brightened in colour by
the addition of gum; this it does mechanically by allowing the darker
particles to subside.

V. RED OCHRE is a name proper rather to a class, than to an individual
pigment, and comprehends Indian red, light red, Venctian red, scarlet ochre,
Indian ochre, redding, ruddle, bole, &c. beside other absurd appellations, such
as English vermilion and Spanish brown, or majolica.

Almagra, the Sil Atticum of the antients, is a deep red ochre found in
Andalusia, as is also their terra Sinopica, &c. or Armenian bole, dug originally
in Cappadocia, and now found in New Jersey and elsewhere under the
name of blood-stone.

The red ochres are, for the most part, rather hues and tints than definite
colours, or more properly classed with the tertiary, semi-neutral, and
broken colours; they are, nevertheless, often very valuable pigments for
their tints in dead colouring, and for their permanence, &c. in water, oil,
crayons, and fresco. The greater part of them are native pigments, found
in most countries, and very abundantly and fine in our own; but
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some are productions of manufacture, and we have produced them in
the variety of nature by art. The following are the most important of these
pigments, most of which are available in enamel-painting.

1. INDIAN RED, according to its name, is brought from Bengal, and is
a very rich iron ore, or per-oxide of iron. It is an anomalous red,
of a purple-russet hue, of a good body, and valued when fine for the pure-
ness and lakey tone of its tints. In a crude state it is a coarse powder,
full of extremely hard and brilliant particles of a dark appearance, some-
times magnetic, and is greatly improved by grinding and washing over. Its
chemical tendency is to deepen, nevertheless it is very permanent; neither
light, impure air, mixture with other pigments, time, nor fire, effecting in
general any sensible change in it; but, being opaque, and not keeping its
place well, it is of course not fit for glazing. This pigment varies consider-
ably in its hues,—that which is most rosy being esteemed the best, and
affording the purest tints : inferior red ochres have been formerly substituted
for it, and procured it a variable character, but it is now obtained abun-
dantly, and may be had pure of respectable colourmen.

Persian Red is another name for this pigment, for which we have often
heard the late Presidents, Mr. West, Sir Thomas Lawrence, and others,
well experienced in its use, express the highest esteem.

2. LIGHT RED is an ochre of a russet-orange hue, principally valued
for its tints. The common light red is brown ochre burnt, but the princi-
pal yellow ochres afford this colour best; and the brighter and better the
yellow ochre is from which this pigment is prepared, the brighter will this
red be, and the better flesh tints will it afford with white. There are,
however, native ochres brought from India and other countries which supply
its place, some of which are darkened by time and impure air; but in other
respects light red has the general good properties of other ochres, dries admi-
rably, and is much used both in figure and landscape. It affords also an
excellent crayon.—See Orange Ochre.

3. TERRA PUZOLLI is a species of light red, as is also the

4. CARNAGIONE of the Italians, which differs from the above only in
its hue, in which respect other variations and denominations are produced
by dressing and compounding.

5. VENETIAN RED, or Scarlet Ochre. True Venetian red is said to be a
native ochre, but the colours sold under this name are prepared artificially
from sulphate of iron, or its residuum in the manufacturing of acids. They

Lo — =
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are all of redder and deeper hues than light red, are very permanent, and
have all the properties of good ochres.

Prussian red and English red are other names for the same pigment.

6. SPANISH RED is an ochre differing little from Venetian red.

VI. DRAGON’S BLOOD is a resinous substance, brought principally
from the East Indies. Itis of a warm semi-transparent, rather dull, red
colour, which is deepened by impure air, and darkened by light. There
are two or three sorts, but that in drops is the best. White lead soon
destroys it, and it dries with extreme difficulty in oil. It is sometimes used
to colour varnishes and lackers; but, notwithstanding it has been re-
commended as a pigment, it does not merit the attention of the artist.

VII. LAKE, a name derived from the lac or lacca of India, is the cogno-
men of a variety of transparent red and other coloured pigments of great
beauty, prepared for the most part by precipitating coloured tinctures ot
dyeing drugs upon alumine and other earths, &c. The lakes are hence a
numerous class of pigments, both with respect to the variety of their appel-
lations and the substances from which they are prepared. The colouring
matter of common lake is Brazil wood, which affords a very fugitive colour.
Superior red lakes are prepared from cochineal, lac, and kermes; but the
best of all are those prepared from the root of the rubia tinctoria, or madder
plant. Of the various red lakes the following are the principal :—

1. RUBRIC, or MADDER LAKES. These pigments are of various
colours, of which we shall speak at present of the red or rose colours only;
which have obtained, from their material, their hues, or their inventor, the
various names of rose rubiates, rose madder, pink madder, and Field’s
lakes.

The pigments formerly called madder lakes were brick-reds of dull
ochrous hues; but for many years past these lakes have been prepared
perfectly transparent, and literally as beautiful and pure in colour as
the rose ;* qualities in which they are unrivalled by the lakes and carmine
of cochineal. The rose colours of madder have justly been considered as
supplying a desideratum, and as the most valuable acquisition of the palette

* Of this we have ample evidence in the exquisite flowers of Hewlett, Bartholomew, Sintze-
nich, and others.
N
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in modern times, since perfectly permanent transparent reds and rose-colours
were previously unknown to the art of painting.

These pigments are of hues warm or cool, from pure pink to the deepest
rose colour ;—they afford the purest and truest carnation colours known ;—
form permanent tints with white lead ; and their transparency renders them
perfect glazing or finishing colours. They are not liable to change by the
action of either light or impure air, nor by mixture with other pigments ;
but when not thoroughly edulcorated they are, in common with all lakes,
tardy dryers in oil, the best remedy for which is the addition of a small
portion of japanner’s gold-size. Notwithstanding they are equally beautiful
and durable as water-colours, they do not work therein with the entire
fulness and facility of cochineal lakes : when, therefore, permanence is of no
consideration, the latter may still be preferred ; but in those works in which
the hues and tints of nature are to be imitated with pure effect and perma-
nence, the rose colours of madder are hecome indispensable, and their powers
in these respects have been established by experience from the palettes
of our first masters during upwards of a quarter of a century. With respect
to the future too, there is this advantage attending these pigments, that they
have naturally the peculiar quality of ultramarine, of improving in hue by
time—their tendency being to their own specific prismatic red colour.
These pigments have been imitated on the Continent with various success,
and in many instances by the lakes of lac, cochineal, and carthamus. The
best we have seen is the laque de garance of the French, the brightest of
which was evidently tinged by the rouge of safflower, and proved inferior in
durability to the genuine lake of madder. As, however, the colours of
safflower, cochineal, and lac, are soluble in liquid ammonia and alkalis in
general, which the true madder lakes or rubiates are not, the latter may be
as easily tested by an alkali as ultramarine is by an acid ; and if pure ammo-
nia do not extract colour from a lake so tested, we may with general
certainty pronounce it to be a true madder lake. See Madder Carmine 9.

2. LIQUID RUBIATE, or Liquid Madder Lake, is a concentrated tinc-
ture .of madder of the most beautiful and perfect rose colour and trans-
parency. - It is used as a water-colour only in its simple state diluted with
pure water, without gum ; nevertheless, as it were by a sort of seeming
caprice, it dries quicker in oil than alone or in water, by acting as a dryer
to the oil. Mixed or ground with all other madder colours without gum,
they form combinations which work freely in simple water, and produce the
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most beautiful and permanent effects. The red of the definitive scale, Pl. 1.
fig. 3. is of the pigments 1. and 2. combined. Liquid rubiate affords also a
fine red ink,—and is a durable stain which bears washing, for marking;
painting, or printing on cotton or linen cloth, &c.

3. SCARLET LAKE is prepared in form of drops from cochineal, and
18 of a beautiful transparent red colour, and excellent body, working well
both in water and oil, though, like other lakes, it dries slowly. Strong light
discolours and destroys it both in water and oil; and its tints with white
lead, and its combinations with other pigments, are not permanent; yet
when well prepared and judiciously used in sufficient body, and kept from
strong light, it has been known to last many years; but it ought never to be
.employed in glazing, nor at all in performances that aim at high reputation
and durability. It is commonly tinted with vermilion, which has probably
been mixed with lakes at all times to give them scarlet hue and add to their
weight; for upon examining with a powerful lens some fine pictures of
antient masters, in which lake had been used in glazing, particles of vermi-
lion were apparent, from which lake had evidently flown : unfortunately,
however, these lakes are injured by vermilion as they are by lead, so that
glazings of cochineal lake over vermilion or lead are particularly apt to
vanish. This effect is very remarkable in several pictures of Cuyp, in which
he has introduced a figure in red from which the shadows have disappeared,
owing to their having been formed with lake over vermilion.

4. FLORENTINE LAKE differs from the last only in the mode of pre-
paration, the lake so called having been formerly extracted from the shreds
of scarlet cloth. The same may be said also of Chinese Lake.

5. HAMBURGH LAKE is a lake of great power and depth of colour,
purplish, or inclining to crimson, which dries with extreme difficulty, but
differs in no other essential quality from other cochineal lakes—an obser-
vation which applies to various lakes under the names of Roman Lake,
Venetian Lake, and many others; not one of which, however respectively
beautiful or reputed, is entitled to the character of durability either in hue,
shade, or tint.

6. KERMES LAKE is the name of an antient pigment, perhaps the
earliest of the European lakes; which name is sometimes spelt cermes,
whence probably cermosin and crimson, and kermine or carmine. In some
old books it is called vermilion, in allusion to the insect, or vermes, from
which it is prepared ; a title usurped probably by the sulphuret of mercury



100 OF RED.

or cinnabar, which now bears the name of vermilion. This lake is prepared
from the kermes, which formerly supplied the place of cochineal. We have
obtained the kermes from Poland, where it is still collected ; and some with
which we have been favoured was brought from Cefalonia by Colonel C. J.
Napier, who states that it is employed by the modern Greeks under the
appellation xdpvo xdxive, for dying their caps red. This substance and the
lac of India probably afforded the lakes of the Venetian painters, and of the
earliest painters in oil of the school of Van Eyck. Some old specimens of
the pigment which we obtained were in drops of a powdery texture and
crimson colour, warmer than cochineal lakes, and having less body and bril-
liancy, but worked well, and withstood the power of light better than the
latter, though the sun ultimately discoloured and destroyed them. In all
other respects they resemble the lakes of cochineal.

7. LAC LAKE is prepared from the lac or lacca of India, and is perhaps
the first of the family of lakes. Its colouring matter resembles those of the
cochineal and kermes, in being the production of a species of insects. Its
colour is rich, transparent, and deep,—less brilliant and more durable than
those of cochineal and kermes, but inferior in both these respects to the
colours of madder. Used in body or strong glazing, as a shadow colour, it
is of great power and much permanence ; but in thin glazing it changes and
flies, as it does also in tint with white lead.

A great variety of lakes, equally beautiful as those of cochineal, have been
prepared from this substance in a recent state in India and China, many of
which we have tried, and found uniformly less durable in proportion as they
were more beautiful. In the properties of drying, &c. they resemble other
lakes.

This appears to have been the lake which has stood best in old pictures,
and was probably used by the Venetians, who had the trade of India when
painting flourished at Venice. It is sometimes called Indian Lake.

8. CARMINE, a name originally given only to the fine feculences of the
tinctures of kermes and cochineal, denotes generally at present any pigment
which resembles them in beauty, richness of colour, and fineness of texture :
hence we hear of blue and other coloured carmines, though the term is prin-
cipally confined to the crimson and scarlet.colours produced from cochineal
by the agency. of tin. These carmines are the brightest and most beautiful
colours prepared from cochineal,—of a fine powdery texture and velvety
richness. They vary from a rose colour to a warm red ; work admirably ;
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and are in other respects, except the most essential—the want of durability,

excellent pigments in water and oil :—they have not, however, any perma-

nence in tint with white lead, and in glazing are soon discoloured and

destroyed by the action of light, but are little affected by impure air, and
are in other respects like the lakes of cochineal; all the pigments prepared

from which may be tested by their solubility in liquid ammonia, which

purples lakes prepared from the woods, but does not dissolve their colours.

9. MADDER CARMINE, or Field's Carmine, is, as its name expresses,
prepared from madder. It differs from the rose lakes of madder principally
in texture, and in the greater richness, depth, and transparency of its colour,
which is of various hues from rose colour to crimson. These in other
respects resemble the rubric or madder lakes, and are the only durable
carmines for painting either in water or oil; for both which their texture
qualifies them without previous grinding or preparation.—See Madder
Lake, vir. 1.

10. ROSE PINK is a coarse kind of lake, produced by dying chalk or
whitening with decoction of Brazil wood, &c. It is a pigment much used
by paper-stainers, and in the commonest distemper painting, &c., but is too
perishable to merit the attention of the artist. '

11. ROUGE. The Rouge Vegetale of the French is'a species of carmine,
prepared from safflow or saflower, of exquisite beauty and great cost. Its
principal uses consist in dyeing silks of rose colours, and in combining with
levigated talc to form the paint of the toilette, or cosmetic colours employed
by the fair, who would have

Blooming youth and gay delight
Sit on their rosy cheeks confess’d.

This pigment is, however, of too fugitive a colour to merit the attention of

the artist, notwithstanding its great beauty, richness of colour, transparency,

and free-working,—qualities which occasion it to be too often employed in

heightening the apparent excellence of lakes and carmines. Chinese Rouge

and Pink Saucers have much of these qualities, and appear to be prepared
also from the carthamus or saflower. .

VIII. RED ORPIMENT. See Orange Orpiment.
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CHAP. XI.

OF BLUE.

Where’er we gaze,—around, above, below,—
‘What rainbow tints, what magic charms are found !
Rocks, river, forest, mountains, all abound,
And bluest skies that harmonize the whole.
BYRON's CHILDE HARoLD.

THe third and last of the primary, or simple colours, is blue, which bears the
same relation to shade that yellow does to light; hence it is the most re-
tiring and diffusive of all colours, except purple and black : and all colours
have the power of throwing it back in painting, in greater or less degree,
in proportion to the intimacy of their relations to light; first white, then
yellow, orange, red, &c.

Blue alone possesses entirely the quality technically called coldness in
colouring, and it communicates this property variously to all other colours
with which it happens to be compounded. It is most powerful in a strong
light, and appears to become neutral and pale in a declining light, owing to
its ruling affinity with black or shade, and its power of absorbing light :
hence the eye of the artist is liable to be deceived when painting with blue
in too low a light, or toward the close of day, to the endangering of the
warmth and harmony of his picture. Blue enters into combination with
yellow in the composition of all greens, and with red in all purples; it cha-
racterizes the tertiary olive, and is also the prime colour or archeus of
the neutral black, &c., and also of the semineutral slate colour, &c.: hence
blue is changed in hue less than any other colour by mixture with black, as
it is also by distance. It enters also subordinately into all other ter-
tiary and broken colours, and, as nearest in the scale to black, it breaks and
contrasts powerfully and agreeably with white, as in watchet or pale blues,
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the sky, &c. It is less active than the other primaries in reflecting light,
and therefore is sooner lost as a local colour by assimilation with distance.
It is an antient doctrine that the azure of the sky is a compound
of light and darkness, and some have argued hence that blue is not a pri-
mary colour, but a compound of black and white; but pure or neutral black
and white compound in infinite shades, all of which are neutral also, or grey.
It is true that a mixture of black and white is of a cool hue, be-
cause black is not a primary colour but a compound of the three primary
colours in which blue predominates, and this predominance is rendered more
sensible when black is diluted with white. As to the colour of the
sky, in which light and shade are compounded, it is neutral also, and never
blue except by contrast: thus, the more the light of the sun partakes of
the golden or orange hue, and the more parched and burnt the earth
is, the bluer appears the sky, as in Italy, and all hot countries. In England,
where the sun is cooler, and a perpetual verdure reigns, infusing blue
‘latently into the landscape, the sky is warmerand nearer to neutrality, and
partakes of a diversity of grays, beautifully melodizing with blue as their
key, and harmonizing with the light and the landscape. Thus the colour
of the sky is always a contrast to the direct and reflected light of the scene:
if therefore this light were of a rose-colour, the neutral of the sky
would be converted into green ; or if the light were purple, the sky would
become yellow, and such would it be in all other cases, according to the
laws of chromatic equivalence and contrast, as often appears in the open-
. ings of coloured clouds at the rising and setting of the sun. '

Blue is discordant in juxtaposition with green, and in a less degree so
with purple, both which are cool colours, and therefore blue requires its con-
trast, orange, in equal proportion, either of surface or intensity, to compen-
sate or resolve its dissonances and correct its coldness : of all colours, ex-
cept black, it contrasts white most powerfully. In all harmonious com-
binations of colours, whether of mixture or neighbourhood, blue is the na-
tural, prime, or predominating power : accordingly blue is in colouring what
the note C is in music,—the natural key, archeus or ruling tone, uni-
versally agreeable to the eye, when in due relation to the composition, and
may be more frequently repeated therein, purely or unbroken, than either of
the other primaries: this is however a matter of taste, as in music, and
subject to artificial rules founded on the laws of chromatic combination.

The moral expression, or effects of blue, or its influence on the
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feelings and passions, partake of its cold and shadowy relations in soothing
and inclining to melancholy, and its allied sentiments: accordingly it is
rather a sedate than a gay colour, even when in its utmost brilliancy. In
nature it is the colour of Heaven and of the eye, and thence emblematical of
intelligence and divinity. It is accordingly, by a natural analogy, used in
mythological representations to distinguish the mantle of Minerva, the blue-
eyed goddess, and the veil of Juno, the goddess of air; while Diana,
or the Moon, is robed in blue and white, as the Isis of the Egyptians and
her priests were in pure azure ; and Poetry herself is personified in a vesture
of celestial blue.

These analogies and effects of colours are by no means to be disregarded,
since they are as various, simply and conjointly, as are colours and their
tints; and it is by attention to them that colour conduces to sentiment and
expression in painting. Even where the symbolical uses of colours are merely
fanciful or conventional, they are not to be totally rejected, since, by asso-
ciation and common consent, they acquire arbitrary signification in the
manner of words : it is their natural expression, however, which principally
claims our attention. Indeed a just knowledge of the relations of colours,
and their effects upon the passions, feelings, and intellect, seems, we repeat,
hardly less essential to the poet than to the painter: hence he often employs
their ideas and terms with happy effect, and as frequently fails when want-
ing a proper comprehension, feeling, or taste of their powers : the latter case
is however more fatal to the artist than to the poet. The following are in-
stances in illustration of these effects, and of the coincidences of poetry and
painting in the use of the colour blue.

As soothing, sedate, or sad,—

Long, Pity, let the nations view
Thy sky-worn robes of tend'rest blue.
CoLLINS.

Ah! hills beloved! where once a happy child,
Y our beechen shades, your turf, your flow'rs among
I wove your blue-bells into garlands wild,
And ’woke your echoes with my artless song.
CHARLOTTE SMITH.

And heal the harms of thwarting thunder blue.
MivLTON.
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As intellectual, &c.

The blue-eyed progeny of Jove.
‘ DRYDEN,

The joyful sun sprung up the blue serene.
AKENSIDE.

In accordance with white, &c.

White and azure, laced
With blue of heaven’s own tinct.
SHAKSPEARE'S CYMBELINE, Act II. Sc. 2,

I saw their thousand years of snow
On high—their wide long lake below,

And the blxe Rhone in fullest flow.
BYRON’s PRISONER OF CHILLON.

Morning light
More orient in yon western cloud that draws

O’er the blxe firmament a radiant white.
MiLTON.

As the pearl
Shines in the concave of its azure bed.
AKENSIDE’S PLEASURES OF IMAGINATION, line 454.

In azure channels glide on silver sands.
FLETCHER.

The daisy, primrose, violet darkly blue,
And polyanthus of unnumber'd dyes.
THOMSON.

The poets almost invariably use blue with its proper contrast; thus—

But Fame, with golden wings, aloft doth fly
Above the reach of ruinous decay,
And with brave plumes doth beat the azure sky,

Admired of base-born men from far away.
SpeENSER’S RUINs oF TIME.

As then no wind at all there blew,
No swelling cloud accloid the air,
The sky, like glass of watchet hue,
Reflected Phaeby's golden haire ;
The garnisht trees no pendant stirr'd,
No voice was heard of any bird.
IneyM, ELEGY ON SIR PHILIp SIDNEY.

o
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His golden locks waved wild and free
O’er his blue eyes.
' MRs. PICKERSGILL.
Their eyes blue languish, and their golden hair—.
CoLLINs,

There ’s gold, and here my bluest veins to kiss.
SHAKSPEARE, ANTONY AND CLEOPATRA.

Hast thou left thy blue course in beaven, golden-Aaired son of the sky ?
OssiAN.

In the following, white is blended in the contrast, &c.

Rise then, fair blue-eyed maid, rise and discover
Thy silver brow, and meet thy golden lover.

CRaAsHAwW.
Why does one climate and one soil endue

The blushing poppy with an orange Axe,
Yet leave the lily pale, and tinge the violet dlwe ?

PRIOR.

And in the succeeding examples it is associated with black or shade,
melancholy and coldness, &c.

O coward Conscience ! how dost thou afflict me !
The lights burn blue /—1It is now dead midnight.—
Cold fearful drops stand on my trembling flesh.
SHAKSPEARE, RiCHARD THE THIRD.

Common mother, thou,
‘Whose womb unmeasurable, and infinite breast,
Teems and feeds all ; whose self-same mettle,
Whereof thy proud child, arrogant man, is puff’d,
Engenders the black toad and adder blue,
The gilded newt and eyeless venom’d worm.

IoeM, TiMON, Act 1v. Scene 3.

The paucity of blue pigments, in comparison with those of yellow and
red, is amply compensated by their value and perfection; nor is the palette
deficient in pigments of this colour, of which the following comprise all that
are in any respect of importance to the painter.

I. ULTRAMARINE, Lazuline, Azurine, or Azure, is prepared from the
lapis lazuli, a precious stone found principally in Persia and Siberia. Itis
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the most celebrated of all modern pigments, and, from its name and attri-
butes, is probably the same as the no less celebrated Armenian blue, or
Cyanus, of the antients. Of the latter, Theophrastus informs us that the
honour of inventing its factitious preparation (by perhaps the very singular
chemico-mechanical process still in use for ultramarine) was ascribed in the
Egyptian annals to one of their kings; * and it was so highly prized that
the Phcenicians paid their tribute in it, and it was given in presents
to princes: hence it was a common practice in those times to counter-
feit'it. Our opinion of the identity of these pigments is considerably
strengthened by the accounts modern travellers give of the brilliant blue
painting still remaining in the ruins of temples in Upper Egypt, which is
described as having all the appearance of ultramarine. Add to this, also,
that the Chinese have the art of preparing this pigment; and as they are
imitators, and rarely inventors, and cannot be supposed to have learnt it of
the Europeans, it is to be inferred that they possess it as an antient art :
that they have it, we conclude from having received specimens of this
pigment, of a good colour, direct from Canton. In China, too, the lapis
lazuli is highly esteemed, and is worn by mandarines as badges of nobility
conferred only by the emperor; which remarkably coincides with the
antient usage related by Theophrastus.

Ultramarine has not obtained its reputation upon slight pretensions,
being, when skilfully prepared, of the most exquisitely beautiful blue,
varying from the utmost depth of shadow to the highest brilliancy of light
and colour,—transparent in all its shades, and pure in its tints. It is of a
true medial blue, when perfect, partaking neither of purple on the one
band, nor of green on the other: it is neither subject to injury by damp
and impure air, nor by the intensest action of light, and it is so eminently
permanent that it remains perfectly unchanged in the oldest paintings; and
there can be little doubt that it is the same pigment which still continues
with all its original force and beauty in the temples of Upper Egypt, after
an exposure of at least three thousand years. The antient Egyptians had,
however, other blues, of which we have already mentioned their counterfeit
Armenian blue; and we have lately seen some balls of blue pigment, of
considerable depth and purity of colour, in the collection of Mr. Sams,
obtained by him from the ruins of Upper Egypt, which is probably of the

¢ Theophrast. de Lapid. xcvirr. Plin. lib. xxxvi1.
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same kind. The Egyptians had also several vitreous blues, with which
they decorated their figures and mummies. :

Ultramarine dries well, works well in oil and fresco, and neither gives
nor receives injury from other good pigments. It has so much of the
quality of light in it, and of the tint of air,—is so purely a sky-colour, and
is hence so singularly adapted to the direct and reflex light of the sky, and
to become the antagonist of sunshine,—that it is indispensable to the
landscape-painter ; and it is so pure, so true, and so unchangeable in its
tints and glazings, as to be no less essential in imitating the exquisite
colouring of nature in flesh and flowers. '

To this may be added, that it enters so admirably into purples, blacks,
greens, grays, and broken colours, that it has justly obtained the reputation
of clearing or carrying light and air into all colours, both in mixture and
glazing, and a sort of claim to universality throughout a picture. These
qualities of ultramarine are admirably illustrated by an experiment recorded
in our next article.

This is the sober character of perfect ultramarine, and no eulogy, any
farther than truth when attendant on merit, is ever the most powerful of all
praise.

It is true, nevertheless, that ultramarine is not always entitled to the
whole of this commendation, and it is necessary that the artist should be
thoroughly and in every respect acquainted with a pigment of such im-
portance ; we will therefore take a view of the imperfections to which it is
liable. Ultramarine is often coarse in texture ; and to this there are tempta-
tions in the making, because in this way it is more easy of preparation, and
more abundant, deep, and valuable in appearance : yet such ultramarine can-
not be used with effect, nor ground fine without injuring its colour. Again, it
is rarely separated in a pure state from the lapis lazuli, which is an exceed-
ingly varying and compound mineral, abounding with earthy and metallic
parts in different states of oxidation and composition: hence ultramarine
sometimes contains iron in the state of red oxide, and such ultramarine has
a purple cast ; and sometimes it contains the same metal in the state of
yellow oxide, and then it is of a green tone : it has still more frequently in
it a portion of the sulphuret of iron, which is black, and gives to the ultra-
marine a deeper but a dusky hue. Some artists, nevertheless, have preferred
ultramarine for each of these tones; yet are they imperfections which may
account for various effects and defects of this pigment in painting. Grow-
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ing deeper by age has been attributed to ultramarine, but it is such specimens
alone as would acquire depth in the fire that could be subject to such
change ; and it has been justly supposed that in pictures wherein other
colours have failed by age, it may have taken this appearance by contrast.
Ultramarine prepared from calcined lapis lazuli is not subject to deepen by
age ; but this advantage is purchased by some sacrifice of the vivid, warm,
and pure azure colour of ultramarine prepared from the unburnt stone : the
perfection of the pigment is also in a great measure dependent upon the
quality of the lapis lazuli from which it is prepared. As a precious mate-
rial, ultramarine has been subjected to adulteration, and it has been dyed,
damped, and oiled, to enrich its appearance; but these attempts of fraud
may be easily detected, and the genuine may as easily be distinguished
from the spurious by dropping a few particles of the pigment into lemon-
juice, or any other acid, which almost instantly destroys the colour of the
true ultramarine totally,—an example of the subtile power of chemistry in
changing instantly one of the most permanent substances in nature, and a
reason why the mineral itself is so rare among her productions.

Though unexceptionable as an oil-colour, both in solid painting and
glazing, it does not work so well as some other blues in water; but when
extremely fine in texture, or when a considerable portion of gum, which
renders it transparent, can be used with it to give it connexion or adhesion
while flowing, it becomes a pigment no less valuable in water painting than
in oil; but little gum can however be employed with it when its vivid
azure is to be preserved, as in illuminated manuscripts and missals. The
blue of the Definitive Scale, Pl. 1. fig. 3. is of the middle depth of ultra-
marine.

Such are the principal merits and defects of ultramarine as a blue colour;
and the fine greens, purples, and grays of the old masters, are often un-
questionably compounds of ultramarine; and it was the only blue formerly
used in fresco.

The immense price of ultramarine in former times * was almost a prohi-
bition to its use; but the spirit of modern commerce having supplied its

* Walpole relates that ¢ Charles I. presented to Mrs. Carlisle five hundred pounds’ worth
of ultramarine, which lay in so small a compass as only to cover his hand.”—ANECDOTES oF
PAINTING. Barrow states, however, that Vandyke partook of the King’s present equally
with Mrs. Carlisle.—DicT. POLYGRAPH. _
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material more abundantly, and the discoveries and improvement of Prus-
sian, Antwerp, and cobalt blues, having furnished substitutes for its ordi-
nary uses, it may now be obtained at moderate prices, particularly its
lighter and very useful tints.

Pure ultramarine varies in shade from light to dark, and in hue from pale
warm azure to the deepest cold blue; the former of which, when impure in
colour, is called ultramarine ashes.

II. FACTITIOUS ULTRAMARINE, French Ultramarine, Outremére de
Guimet, Bleu de Garance, &c. In some of the latter numbers of ¢ Brande’s
Journal,” are accounts of a process for producing factitious ultramarine ;
and a variety of these have been before the public under the above and
other names. These pigments are in general of deep rich blue colours,
darker and less azure than fine ultramarine of the same depths, and
answering to the same acid tests, but variously affected by fire and other
agents: none of them, however, possess the merits of genuine ultrama-
rine, and their relative value to other blues remains to be determined by
mature experience. An experiment in which this blue was tried by an
ingenious artist and friend of the author, however, speaks little in its favour.
He took a picture, the sky of which had been recently painted in the ordi-
nary manner with Prussian blue and white; and having painted on the clear
part of the sky uniform portions with tints formed of the best factitious
ultramarine, cobalt blue, and genuine ultramarine, so as to match the ground
of the sky, and to disappear to the eye thereon by blending with the ground,.
when viewed at a moderate distance, he set the picture aside for some
months ; after which it appeared upon examination that the colour of these
various blue pigments had taken different ways, and departed from the hue
of the ground :—the factitious ultramarine had blackened,—the cobalt blue
greened,—the true ultramarine appeared of a pure azure, like a spot of light,—
and their ground, the Prussian blue sky, appeared by contrast with the
ultramarine of a gray or slate colour.

All the chemical combinations of iron with inflammable bases, under
proper management, afford blue colours ; and in this respect the factitious
ultramarines and Prussian blue are analogous.

III. 1. COBALT BLUE is the name now appropriated to the modern
improved blue prepared with metallic cobalt, or its oxides, although it pro-
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perly belongs to a class of pigments including Sazon blue, Dutch ultramarine,
Royal blue, Hungary blue, Smalt, Zaffre or Enamel blue, and Dumont’s blue.
These differ principally in their degrees of purity, and the nature of the
earths with which they are compounded.

The first is the finest cobalt blue, and may not improperly be called a
blue lake, the colour of which is brought up by fire, in the manner of enamel
blues; and it is, when well prepared, of a pure blue colour, neither tending
to green nor purple, and approaching in brilliancy to the finest ultramarine.
It has not however the body, transparency, and depth, nor the natural and
modest hue, of the latter; yet it is superior in beauty to all other blue
pigments. Cobalt blue works better in water than ultramarine in general
does, and is hence an acquisition to those who have not the management of
the latter, and also on account of its cheapness. It resists the action of
strong light and acids; but its beauty declines by time, and impure air
greens and ultimately blackens it.

It dries well in oil, does not injure nor suffer injury from pigments in
general, and may be used with a proper flux in enamel painting, and per-
haps also in fresco. '

Various appellations have been given to this pigment from its preparers
and venders, and it has been called Vienna blue, Paris blue, azure, and, very
improperly, ultramarine. '

2. SMALT, sometimes called Azure, is an impure vitreous cobalt blue,
prepared upon a base of silex, and much used by the laundress for neutral-
izing the tawny or Isabella colour of linen, &c., under the name of Powder-
blue. Tt is in general of a coarse gritty texture, light blue colour, and little
body. It does not work so well as the preceding, but dries quickly, and
resembles it in other respects ;—it varies, however, exceedingly in its qua-
lities ; and the finer sorts, called Dumont’s Blue, which is employed in water-
colour painting, is remarkably rich and beautiful.

3. ROYAL BLUE is a deeper coloured and very beautiful smalt, and is
also a vitreous pigment, principally used in painting on glass and enamel, in
which uses it is very permanent; but in water and oil its beauty soon decays,
as is no uncommon case with other vitrified pigments; and it is not in other
respects an eligible pigment, being, notwithstanding its beautiful appear-
ance, very inferior to other cobalt blues.

- IV. 1. PRUSSIAN BLUE, otherwise called Beriin blue, Parisian blue,
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Cyanide of Iron, &c., is rather a modern pigment, produced by the combi-
nation of the prussic or hydro-cyanic acid and iron. It is of a deep and
powerful blue colour, of vast body and considerable transparency, and forms
tints of much beauty with white lead, though they are by no means equal in
purity and brilliancy to those of cobalt and ultramarine, nor have they the
perfect durability of the latter.

Notwithstanding Prussian blue lasts a long time under favourable circum-
stances, its tints fade by the action of strong light, and it is purpled or dark-.
ened by damp or impure air. It becomes greenish also sometimes by a
developement of the yellow oxide of iron. The colour of this pigment has
also the singular property of fluctuating or of going and coming under some
changes of circumstances, and time has a neutralizing tendency upon its
colour.

It dries and glazes well in oil; but its great and principal use is in painting
deep blues, in which its body secures its permanence, and its transparency.
gives force to its depth. It is also valuable in compounding deep purples
with lake, and is a powerful neutralizer and component of black, and adds
considerably to its intensity. Itis a pigment much used in the common
offices of painting, in preparing blues for the laundress, and in dyeing.
Mineralogists speak of a Native Prussian Blue.

2. ANTWERP BLUE is a lighter-coloured and somewhat brighter Prus-
sian blue, or ferro-prussiate of alumine, having more of the terrene basis, but
all the other qualities of that pigment, except its extreme depth. Haerlem
Blue is a similar pigment.

V. 1. INDIGO, or Indian Blue, is a pigment manufactured in the East
and West Indies from several plants, but principally from the anil or indigo-
fera. It is of various qualities, and has been long known, and of great use
in dyeing. In painting it is not so bright as Prussian blue, but is extremely
powerful and transparent ; hence it may be substituted for some of the uses
of Prussian blue. It is of great body, and glazes and works well both in
water and oil. Its relative permanence as a dye has obtained it a false
character of extreme durability in painting, a quality in which it is never-
theless very inferior even to Prussian blue.

It is injured by impure air, and in glazing some specimens are ﬁrmer than
others, but not durable ;—in tint with white lead they are all fugitive ; when
used, however, in considerable body in shadow, it is more permanent, but in
all respects inferior to Prussian blue.
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2. INTENSE BLUE is indigo refined by solution and precipitation, in
which state it is equal in colour to Antwerp blue. By this process indigo
also becomes more durable, and much more powerful, transparent, and deep.
It washes and works admirably in water ;—in other respects it has the com-
mon properties of indigo. We have been assured by an eminent architect,
equally able and experienced in the use of colours, that these blues of indigo
have the property of pushing or detaching Indian ink from paper. The
same is supposed to belong to other blues ; but as this effect is chemical, it
can hardly be an attribute of mere colour. :

VI. 1. BLUE VERDITER is a blue oxide of copper, or precipitate of the
nitrate of copper by lime, and is of a beautiful light blue colour. It is little
affected by light; but time, damp, and impure air turn it green, and ulti-
mately blacken it,—changes which ensue even more rapidly in oil than in
water: it is therefore by no means an eligible pigment in oil, and is princi-
pally confined to distemper painting and the uses of the paper-stainer,
though it has been found to stand well many years in water-colour drawings
and in crayon paintings, when preserved dry.

2. SAUNDERS BLUE, a corrupt name, from Cendres Bleus, the original
denomijnation probably of ultramarine ashes, is of two kinds, the natural and the
artificial : the artificial is a verditer prepared by an alkali from sulphate of cop-
per; the natural is a blue mineral found near copper-mines, and is the same as—

3. MOUNTAIN BLUE, found in similar situations as the above. A
very beautiful substance of this kind, a carbonate of copper, both blue and
green, is found in Cumberland. None of these blues of copper are, how-
ever, durable : used in oil, they become green, and as pigments are precisely
of the character of verditers.

4. SCHWEINFURT BLUE appears to be the same in substance as
Scheele’s green, prepared without heat or treated with an alkali. Itisa
beautiful colour, liable to the same changes, and is of the same habits as blue
verditer and the above pigments.

VI11. BLUE BICE, Iris or Terre Bleu, is sometimes confounded with the
ahove copper blues; but the true bice is said to be prepared from the lapis
Armenius of Germany and the Tyrol, and is a light bright blue. The true
Armenian stone of the antients was probably the lapis lazuli of later times,
and the blue prepared therefrom the same as our ultramarine.

P
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Ground smalts, blue verditer, and other pigments, have passed under the
name of bice, which has therefore become a very equivocal pigment, and its
name nearly obsolete ; nor is it at present to be found in the shops.

VIII. BLUE OCHRE is a mineral colour of rare occurrence, found in
Cornwall, and also in North America, and is a sub-phosphate of iron. What
Indian red is to the colour red, and Oxford ochre to yellow, this pigment
is to the colour blue ; they class in likeness of character ;—hence it is admi-
rable rather for the modesty and solidity than for the brilliancy of its colour.
It has the body of other ochres, more transparency, and is of considerable
depth. It works well both in water and oil, dries readily, and.does not
suffer in tint with white lead, nor change when exposed to the action of
strong light, damp or impure air : it is therefore, as far as its powers extend,
an eligible pigment, though it is not in general use, nor easily procurable. It
answers to the same acid tests as ultramarine, and is distinguishable from it
by changing from a blue phosphate to an olive-brown ochrous oxide of
iron when exposed to a red heat. It has been improperly called native
Prussian blue.

IX. BLUE CARMINE is a blue oxide of molybdena, of which little
is known as a substance or as a pigment. It is said to be of a beautiful blue
colour, and durable in a strong light, but is subject to be changed in hue by
other substances, and blackened by foul air : we may conjecture, therefore,
that it is not of much value in painting.
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CHAP. XII.

OF THE SECONDARY COLOURS.

OF ORANGE.

Bear me to the citron groves—
To where the lemon and the piercing lime,
With the deep orange glowing through the green,
Their lighter glories blend.
THOMSON.

ORraNGE is the first of the secondary colours in relation to light, being in all
the variety of its hues composed of yellow and red. A true or perfect orange
is such a compound of red and yellow as will neutralize a perfect blue in
equal quantity either of surface or intensity, and the proportions of such
compound are five of perfect red to three of perfect yellow. When orange
inclines to red, it takes the names of scarlet, poppy, coquilicot, &c. 1In gold
colour, &c. it leans toward yellow. It enters into combination with green
in forming the tertiary citrine, and with purple it constitutes the tertiary
russet :—it forms also a series of warm semineutral colours with black, and
harmonizes in contact and variety of tints with white.

Orange is an advancing colour in painting :—in nature it is effective at a
great distance, acting powerfully on the eye,—diminishing its sensibility in
proportion to the strength of the light in which it is viewed ; and it is of the
hue and partakes of the vividness of sunshine, as it does also of all the
powers of its components, red and yellow.

This secondary is pre-eminently a warm colour, being the equal contrast
or antagonist in this respect, as it is also in colour, to blue, to which the
attribute of coolness peculiarly belongs :—hence it is discordant when stand-
ing alone with yellow or with red, unresolved by their proper contrasts, or
harmonizing colours, purple and green.
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As an archeus, or ruling colour, orange corresponds to the key of F in -
music, and it is one of the most agreeable keys or archei in toning a picture,
from the richness and warmth of its effect ;—accordingly its influence on
feeling and the mind is gay and"cheerful, and opposed to the soothing and
sedate.

In the well-known fruit of the aurantium, called orange from its golden
hue, from which fruit this colour borrows its well-adapted name, nature has
associated two primary colours with two primary tastes which seem to be
analogous,—a red and yellow compound colour, with a sweet and acid
compound flavour.

The poets confound orange with its ruling colour yellow, and, by a met-
onymy, use in its place the terms golden, gilding, orient, &c., to express
the signification of this colour in constructing of tropes ; and it appears to be
hardly less effective and necessary to warmth of description with the poet
than with the painter, of which our preceding quotations afford instances;
and some of the- following illustrations of the poetic employment of this
colour are in point. As according with light, &c.—

So sweet a kiss the golden sun gives not
To those fresh morning drops upon the rose,
Nor shines the silver moon ene Aalf so bright

Through the ¢transparent bosom of the deep.
SHAKSPEARE.

No more the rising sun shall gild the morn,
Nor evening Cynthia fill her silver horn.
PoPE.

Reclining soft on many a golden cloud.
RoweE.
Heaven's golden-wing'd herald.
CRASHAW.

Orient liquors in a crystal glass.
. MiLTON.
Extremes, alike, in either hue behold,
Hot—in the golden, in the silvery—cold.

SHEER’S ELEMENTS, Canto v. l. 310.

As harmonizing with its co-secondaries : —

Culls the delicious fruit that hangs in air,
The purple plum, green fig, or golden pear.
. - RoGERs.
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As contrasted with blue : —

From golden cups or hare-bells blue.
MRs. PICKERSGILL.

Of this relation we have given a number of examples in the preceding
chapter ;—in the following description, by Sir Humphrey Davy, we have
an instance from nature of the various relations of this colour associated :—
From the summit of Vesuvius ‘“ we see the rich fields covered with flax,
maize, or millet, and intersected by rows of trees, which support the green
and graceful festoons of the vine; the orange and lemon trees covered with
golden fruit appear in the sheltered glens; the olive trees cover the lower
hills ; islands, purple in the beams of the setting sun, are scattered over the sea
in the west; and the sky is tinted with red, softening into the brightest and
purest azure.”—LAsT DAYs oF A PHILOSOPHER.

And Shakspeare thus employs this colour in accordance with black : —

The ousel-cock, so dlack of hue,
With orange-tawny bill.

Butler also uses the same compound epithet :—

At that an egg, let fly,
Hit him directly o’er the eye,
And running down his cheek, besmear'd
With orange-tawny slime his beard.
HupisRras, Part 1. Canto 11.

The list of original orange pigments is so deficient, that in some treatises
on the subject of colours, orange is not even named as a colour. This may
have arisen partly from the unsettled signification of the term; partly from
improperly calling these pigments reds, yellows, &c.; and partly also from
their orginal paucity. The following are accordingly all the pigments in
general use which can properly be classed under the name of orange,
though most of them are called reds or yellows :—

I. MIXED ORANGE. Orange being a colour compounded of red and
yellow, the place of original orange pigments may be supplied by mixture
of the two latter colours; by glazing one over the other; by stippling, or
other modes of breaking and intermixing them in working, according to the
nature of the work and the effect required. For reasons before given,
mixed pigments are inferior to the simple or homogeneous in colour, work-
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ing, and other properties : yet some pigments mix and combine more cor-
dially and with better results than others; this is the case with the liguid
rubiate and gamboge, and they form the best and most durable mixed orange
of all hues for painting in water. In oil the compounding of colours is more
easily effected.

II. ORANGE VERMILION is a sulphuret of quicksilver or vermi-
lion of an orange colour, newly introduced : it resembles red lead in appear-
ance, but is not subject to its changes, being a perfectly durable pigment
under every circumstance of oil or water painting. Its tints are much
warmer than those of red or orange lead ; and it is a most powerful tinger
of white, yielding purer and more delicate warm carnation tints than
any known pigment, and much resembling those of Titian and Rubens. It
is the best and only unexceptionable orange we possess, drying in simple
linseed oil, and 'having the powerful body and properties of the other vermi-
lions, and may be tested in the same manner. It works with best
effect in water with a considerable portion of gum. The orange of the defi-
nitive scale, Plate 1. fig. 3. is of this pigment.

ITII. 1. CHROME ORANGE is a beautiful orange pigment, and is one
of the most durable and least exceptionable chromates of lead, and not of
iron, as it is commonly called, being truly a subchromate of lead.

It is, when well prepared, of a brighter colour than red, or orange vermi-
lion, but is inferior in durability and body to the latter pigment, being liable
to the changes and affinities of the chrome yellows in a somewhat less de-
gree, but less liable to change than the orange oxide of lead (v.) fol-
lowing.

2. LAQUE MINERAL is a French pigment, a species of chromic

orange, similar to the above. This name is also given to orange oxide of
iron.

3. CHROMATE OF MERCURY is improperly classed as a red with
vermilion, for though it is of a bright ochrous red colour in powder, it is,
when ground, of a bright orange ochre colour, and affords with white very
pure orange-coloured tints. Nevertheless it is a bad pigment, since light

soon changes it to a deep russet colour, and foul air reduces it to extreme
blackness.
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IV. 1. ORANGE OCHRE, called also Spanish ochre, &c. is a very bright
yellow ochre burnt, by which operation it acquires warmth, colour, trans-
parency, and depth. In colour it is moderately bright, dries and works
well both in water and oil, and is a very durable and eligible pigment. It
may be used in enamel-painting, and has all the properties of its original
ochre in other respects. See Yellow Ochre.

2. JAUNE DE MARS isan artificial iron ochre, similar to the above,
of which we formerly prepared a variety brighter, richer, and more trans-
parent than the above. .

3. DAMONICO, or Monicon, is also an iron ochre, being a compound of
Terra di Sienna and Roman ochre burnt, and having all their qualities. It
is rather more russet in hue than the above, has considerable trans-
parency, is rich and durable in colour, and affords good flesh tints.

4. BURNT SIENNA EARTH is, as its name expresses, the Terra di
Sienna burnt, and is of an orange russet colour. What has been said of
orange ochre and Damonico may be repeated of burnt Sienna. It is richer
in colour, deeper, and more transparent, and works better than raw Sienna
earth ; but, in other respects, has all the properties of its parent colour, and
is permanent and eligible wherever it may be useful.

5. Light Red and Venetian Red, before treated of, are also to be consi-
dered as impure, but durable, orange colours ; and several artificial prepara-
tions of iron afford excellent colours of this class.

V. ORANGE LEAD is an oxide of lead of a more vivid and warmer
colour than red lead, but, in other respects, does not differ essentially from
that pigment.

VI. ORANGE ORPIMENT, or Realgar, improperly called also Red
Orpiment, since it is of a brilliant orange colour, inclining to yellow. There
are two kinds of this pigment ; the one, native, the other, factitious; the first
of which is called sandarack, &c., and is of rather a redder colour than the
factitious. They are the same in qualities as pigments, and differ not other-
wise than in colour from yellow orpiment, to which the old painters gave the
orange hue by heat, and then called it alchymy.

VII. GOLDEN SULPHUR OF ANTIMONY is a Hydro-sulphuret of
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antimony, of an orange colour, which is destroyed by the action of strong
light. It is a bad dryer in oil, injurious to many colours, and in no respect
. an eligible pigment either in oil or water.

VIII. MADDER ORANGE, or Orange Lake, is a madder lake of an
orange hue, varying from yellow to rose-colour and brown. This variety of
madder colours differs not essentially in other respects from those of which
we have already spoken, except in a tendency toward redness in the
course of time.

IX. ANOTTA, Arnotta, Annotto, Terra Orleana, Roucou, &c. are names
of a vegetal substance brought from the West Indies, of an orange-red co-
lour, soluble in water and spirit of wine, but very fugitive and changeable,
and not fit for painting. Itis principally used by the dyer, and in colouring
cheese. It is also an ingredient in some lacquers. See Carucru, Ch. xix.

- art. I1.
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CHAP. XIII

OF GREEN.

But where fair Isis rolls her purer wave

The partial muse delighted loves to lave;

On her green banks a greener wreath is wove,

To crown the bards that haunt her classic grove.
ByRoN.

GREEN, which occupies the middle station in the natural scale of colours
and in relation to light and shade, is the second of the secondary colours :
it is composed of the extreme primaries, yellow and blue, and is most per-
fect in hue when constituted in the proportions of three of yellow to eight
of blue of equal intensities; because such a green will perfectly neutralize
and contrast a perfect red in the proportions of eleven to five, either of space
or power, as adduced on our Scale of Chromatic Equivalents. Green,
mixed with orange, converts it into the one extreme tertiary citrine ; and,
mixed with purple, it becomes the other extreme tertiary, olive; hence its
relations and accordances are more general, and it contrasts more agree-
ably with all colours than any other individual colour. It has accordingly
been adopted with perfect wisdom in nature as the general garb of the vege-
tal creation. It is indeed in every respect a central or medial colour, being
the contrast, compensatory in the proportion of eleven to five, of the middle
primary, red, on the one hand, and of the middle tertiary, russet, on the
other ; and, unlike the other secondaries, all its hues, whether tending to
blue or yellow, are of the same denomination.

These attributes of green, which render it so universally effective in con-
trasting of colours, cause it also to become the least useful in compounding
them, and the most apt to defile other colours in mixture : nevertheless it

Q
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~ forms valuable semi-neutrals of the olive class with black, for of such sub-
dued tones are the greens, by which the more vivid hues of nature are con-
trasted ; accordingly the various greens of foliage are always more or less
semi-neutral in colour. As green is the most general colour of vegetal na-
ture, and principal in foliage; so red, its harmonizing colour, and com-
pounds of red, are most general and principal in flowers. Purple flowers
are commonly contrasted with centres or variegations of bright yellow,
as blue flowers are with like relievings of orange ; and there is a prevailing
hue, or character, in the green colour of the foliage of almost every plant,
by which it is harmonized with the colours of its flowers ; so also—

No tree in all the grove but has its charms,

Though each its hue peculiar; paler some,

And of a warmish gray ; the willow such,

And poplar, that with silver lines his leaf,

And ash, far stretching his umbrageoxs arms ;

Of deeper green the elm ; and deeper still,

Lord of the woods, the long-surviving oak.

————— Not unnoticed pass

The sycamore, capricious in attire ;

Now green, now tawny, and, ere autumn yet

Have changed the woods, in scarlet honours bright.
COWPER.

These changes of the leaf may be attributed, like those of flowers, to the
various action of the oxygenous principle in light and air upon the carbon, or
hydrogenous principle of plants, to the colouring matter of which the che-
mico-botanist has given the name of chromule. The general hue of green, as
employed by Nature in the vegetal world, is a compound of blue, or gray,
and citrine, according to its situation in the fundamental scale of colours:
the gayer compounds of blue and yellow she reserves for the decoration of
the animal creation, as in birds, shells, insects, and fossils.

The principal discord of green is blue; and when they approximate
or accompany each other, they require to be resolved by the apposition of
warm colours; and it is in this way that the warmth of distance and the
horizon reconcile the azure of the sky with the greenness of a landscape.
Its less powerful discord is yellow, which requires to be similarly resolved
by a purple-red, or its principles. In its tones green is cool or warm, se-
date or gay, either as it inclines to blue or to yellow; yetit is in its general
effects cool, calm, temperate, and refreshing ; and, having little power in re-
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flecting light, is a retiring colour, and readily subdued by distance: for the
same reasons it excites the retina less than most colours, and is cool and
grateful to the eye. As a colour individually, green is eminently beautiful
and agreeable, but it is more particularly so when contrasted with its com-
pensating colour, red; and they are the most generally attractive of all
colours in this respect. They are hence powerful and effective colours on the
feelings and passions, and require therefore to be subdued or torred
to prevent excitement and to preserve the balance of harmony in painting.

The general powers of green, as a colour, associate it with the ideas of
vigour and freshness; and it is hence symbolical of youth, the spring of
life ‘being analogous to the spring of the year, in which nature is surprisingly
diffuse of this colour in all its freshness, luxuriance, and variety; soliciting
the eye of taste, and well claiming the attention of the landscape-painter,
according to the following judicious remarks of one of the most eminent of
this distinguished class of British artists. ¢ The autumn only is called the
painter’s season, from the great richness of the colours of the dead and de-
caying foliage, and the peculiar tone and beauty of the skies; but the
spring has, perhaps, more than an equal claim to his notice and admiration,
and from causes not wholly dissimilar,—the great variety of tints and co-
lours of the living foliage, accompanied by their flowers and blossoms. The
beautiful and tender hues of the young leaves and buds are rendered more
lovely by being contrasted, as they now are, with the sober russet browns of
the stems from which they shoot, and which still show the drear remains of
the season that is past.”—REMARKS ON LANDSCAPES CHARACTERISTIC OF
Evcrisu Scevery, By J. ConsTaBLE, Esq. R.A.

Verdure is also the symbol of hope, which, like the animating green-
ness of plants, leaves us only with life : it is also emblematical of immortality,
and the figure of old Saturn or Time is crowned with evergreen. This colour
denotes also memory, and affords a great number of epithets and metaphors,
colloquial as well as rhetorical. Plenty is personified in a mantle of green.
In mythological subjects it distinguishes the draperies of Neptune, the
Naiades, and the Dryades ; and, from being a general garb of nature, perhaps,
has been held to be a sacred or holy colour.

It is thus that colours lead ideas by association and analogy, and ex-
cite sentiments naturally in the manner we have so repeatedly alluded to
already, in drawing attention to the powers of expression in colours; an
attention of more importance than generally supposed in the practice of the
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pencil, and in spreading the charm of disguised art over its productions;
and it is thus also that colouring moves the affections in the manner of cer-
tain chords in music, upon relations grounded so deeply in our nature, that a
universal comprehension is perhaps requisite for their interpretation.

Of these powers of colours, which, when judiciously managed, are
capable of producing or heightening sentiment, the poet has not failed to
profit, of which we have already adduced many instances; and, in the ab-
sence of the more palpable illustrations of the powers and properties of
green, by examples in nature and painting, the following are in point from
the poets, expressing—

Youth, vigour, freshness, hope, &c.

—— My salad days,
When I was green in judgment, cold in blood.
SHAKSPEARE.

‘While virgin Spring, by Eden’s flood,
Unfolds her terder mantle green.
BuURNs.

And loud he sung ag'en the sunny shene ;
O Maye, with all thy flowres and thy grene,
Right welcome be thou, faire, freshe Maye.
CHAUCER'S KNIGHT'S TALE, v. 1511.

But with your presence cheer’d, they cease to mourn,
And walks wear fresher green at your return.
DRYDEN.

If I have any where said a green old age, I have Virgil’s authority : ¢ Sed crudd
Deo viridisque senectus.”— DRYDEN,

The green stem grows in stature and in size,
But only feeds with hope the farmer’s eyes.
Ip. after OviD’s MET. lib. xv,

For May,—* Sweet Month ! the groves green liveries wear,
If not the first, the fairest of the year ;

For thee the Graces lead the dancing Hours,

And Nature’s ready pencil paints the flowers,”

You may be jogging while your boots are green.
SHAKSPEARE.
Green is indeed the colour of lovers.
IDEM.
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Phyllidis adventu nostra nemus omne virebit.
VireiL, Ecl. vi1. 59.

Our griefs are green.
SHAKSPEARE.

Was the kope drunk
Wherein you dress’d yourself? Hath it slept since?
And wakes it now to look so green and pale?
IpeM,

Accordance with light and colours, &c. :(—

Haste, haste, ye Naiads! with attractive art

New charms to every native grace impart :

With opening flowrets bind your sea-green hair.

' ADDISON, AFTER STATI1US.
My mistaking eyes,
That have been so bedazzled with the sun,
That every thing I look on seemeth green.
SHAKSPEARE,

The violets now
That strew the green lap of the new-come spring.

IbpEM.
Strike, louder strike th’ ennobling strings
To those whose merchant sons were kings ;
To him who deck’d with pearly pride,
For Adria weds his green-hair'd bride.
. CoLLINs.

Miranda ! mark, where shrinking from the gale,

Its silken leaves yet moist with early dew,
That faint fair flower, the lily of the vale,

Droops its meek head, and looks, methinks, like you !
Wrapp’d in the shadowy veil of tender green,

1ts smowy bells a soft perfume dispense,
And bending, as reluctant to be seen,

In simple loveliness it soothes the sense.

CHARLOTTE SMITH.

Seest how fresh my flowers been spread,
Dyed in lily-white and crimson-red,
With leaves ingrain’d in lustie green,
Colours meet to cloathe a maiden queen.
SPENSER’S SHEPHERD'S CALLENDER, FEB.
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Discordance :—

O beware, my Lord, of jealousy ;
It is the green-eyed monster, which doth mock
The meat it feeds on.
OTHELLO, Act III. Sc. 3.

And what’s a life? the flourishing array
Of the proud summer-meadow, which to-day
Wears her green plush, and is to-morrow kay.
QuUARLEs, Emb. 13, B. 3.

How all the other passions fleet to air,
As doubtful thoughts, and rash-embraced despair,
And shudd’ring fear, and green-eyed jealousy !

SuaAksp., MER. oF VENICE.

Variety of contrast, &c.:—

Such crimson tempest should bedrench
The fresh green lap of fair King Richard’s land,
SHAKSPEARE.
Britannia’s genius bends to earth,
And mourns the fatal day;
‘While stain’d with blood, he strives to tear
Unseemly from his sea-green hair
The wreaths of cheerful May.
CoLLINs.
That yon grees boy shall have no sun to ripe
The bloom that promiseth a mighty fruit.
SHAKSPEARE.
In a vault
Where bloody Tybalt, yet but green in earth,
Lies fest’ting in his blood.
RoM. AND JULIET, Act 1v. Sc. 8.

The entire import of the colours to the sentiment lies in general wider in
context than the passages which we have extracted, with all possible
brevity, from the poets;—and to analyse these critically would lead into a
needlessly wide discussion, since this want will be easily supplied by the
intelligent reader. This applies particularly to the colour green, which is as
principal in poetry as it is in nature and painting.

Milton paints with green and violet, in a sort of minor key, thus
beautifully :—

Sweet Echo, sweetest nymph, that liv’st unseen,
Withia thy sery shell,

-
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By slow Meander's margent green,
And in the violet-embroider’d vale,
Where the love-lorn Nightingale
Nightly. to thee her sad song mourneth well.
Comus.

In the following, the elements of green combine in the joint sentiment or
expression of youth, freshness, joy, and animation :—

Fair laughs the morn, and soft the zephyr blows,
While proudly riding o'er the azure realm
In gallant trim the gilded vessel goes,
Youth at the prow, and Pleasure at the helm.
GRaY.

And in the succeeding, the expression of green is cool, refreshing,
shadowy, &c.:—

Here in the sultriest season let him rest
‘Fresh in the green beneath those aged trees;
Here winds of gentlest wing will fan his breast,
From heaven itself he may inhale the breeze.
BYRON, CHILDE HAROLD.

Guide my way
Through fair Lyceum’s walks, the green retreats
Of Academus, and the Thymy vale,
‘Where oft, enchanted with Socratic sounds,
Ilissus pure devolved his tuneful stream.
AKENSIDE, PL. IMAG. 1. 590.

Bear me some God to Baia’s gentle seats,
Or cover me in Umbria’s green retreats,
Where western gales eternally reside,
And all the seasons lavish all their pride.
App1soN’s EP1sT. To Lp. HALIFAX.

Now waft me from the green hill’s side,
Whose cold turf hides the buried friend !
CoLLINs,
The green leaves quiver with the cooling wind.
SHAKSPEARE, TIT. AND, A, 11. 8. 3.
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