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Most of the fketches here offered to the
public, are imaginary views. But as many
people take offence at imaginary views; and
will admit fuch landfcape only as is immedi-
ately taken from nature, I muft explain what
we mean by an zmaginary view.

We acknowledge nature to be the grand
frorehoufe of all picturefgue beauty. The
nearer we copy her, the nearer we approach
perfetion.  But this does not affect the
imaginary view. When we fpeak of copying
nature, we {peak only of particular objeé?s, and
particular paflages —not of putting the whole
together in a picturefque manner; which we
feldom feek in nature, becaufe it is feldom
found. Nature gives us the materials of land-
feape; woods, rivers, lakes, trees, ground, and
mountains : but leaves us to work them up
into pictures, as our fancy leads. It is thus
the fheds her bounty on other occafions,
She gives us grafs; but leaves us to make

hay. She gives us corn; but leaves us to make
bread.

Yet
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Yet fhll in copying the feveral objeéts, ana
paffages of nature, we fhould not copy with
that painful exactnefs, with which Quintin
Matfis, for inftance, painted a face. This is
a fort of plagiarifm below the dignity of
painting. Nature fhould be copied, as an
author thould be tranflated. If, like Horace's
tranflator, you give word for word*, your
work will neceffarily be infipid. But if you
catch the meaning of your author, and give
it freely, in the idiom of the language into
which you tranflate, your tranflation may have
both the fpirit, and truth of the original.
Tranflate nature in the fame way. Nature has
its idiom, as well as language; and fo has
painting.

Every part of nature exhibits itfelf in,
what may be called, prominent features. = At
the firft glance, without a minute examination,
the difference is apparent between the bole of
a beech, for inftance, and that of an oak;
between the foliage of an afh, and the foliage
of a fir. Thele diferiminating features the
painter feizes; and the more faithfully he
transfufes them into his work, the more ex-

* Verbum verbo curabis reddere, fidus
Interpres ———
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cellent will be his reprefentation. And when
thefe prominent features are naturally exprefi-
ed, and judicioufly combined in a féitious
view, that view may not only be a narural
one, but a more beautiful exhibition of nature,
than can eafily be found in real landfcape.
It may cven be called more natural, than na-
ture itfelf: inafmuch as it feizes, and makes
ufe, not only of nature’s own materials, but
of the beft of each kind.

The panter of fictitious views goes ftill far-
ther. 'There are few forms, either in animate,
or inanimate nature, which are completely
perfet.  We feldom fee a man, or a horfe,
without {fome perfonal blemifh : and as feldom
a mountain, or tree, in its moft beautiful form.
The painter of fifitious {cenes therefore not
only takes his forms from the moft compleat
individuals, but from the moft beautiful parts
of each individual; as the fculptor gave a
purer figure by feleting beautiful parts, than
he could have done by taking his model from
the moft beautiful fingle form.

Befides, pleafing circumftances in nature
will not always pleafe in painting. We often
fee effects of light, and deceptions in compo-
fition, which delight us, when we can ex-
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amine, and develope them 7z nafure. But
when they are reprefented, like a text without
its context, they may miflead; and the painter
had better rejett fuch feenery, though frictly
natural. Obfcurizy in painting fhould be as
much avoided, as in writing; unlefs in dif-
tances, or in fome particular incidents, where
obfcurity is intended.

The painter of a fiffitious view claims no
greater liberty, than is willingly allowed to
the hiftory-painter ; who in all fubjets, taken
from remote times, is neceflarily obliged to
his imagination, formed as it ought to be,
upon nature. If he give fuch a charatter to
the hero he exhibits, as does not belye the
truth of hiftory; and make fuch a reprefenta-
tion of the ftory, as agrees with the times he
reprefents, and with the rules of his art, his
hiftory-piece is admired, though widely differ-
ent, in many circumftances, from the real
fa¢t. Le Brun’s picture of Alexander enter-
ing the tent of Darius, 1s undoubtedly very
different from any thing, that really happened :
but it conveys fo much the appearance of na-
ture, and of truth, that it gives us full fatis-
faction.

The
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The painter of imaginary landfcape defires
no other indulgence. If from an accurate
obfervation of the moft beautiful objets of
nature, he can by the force of his imagination
charaéterize, and difpofe them naturally, he
thinks he may be faid to paint from nature.

« The poet’s art,” fays the abbé Du Bos,
« confifts in making a good reprefentation of
« things, that might have happened, and in
¢ embellifhing it with proper images.”

Du Bos fpeaks after Ariftotle, whofe prin-
aple it is, that the poet is not required to
relate what has really bappened, but what
probably might bappen; which Horace tranf-
lates, when he tells us, the poet,

ita mentitur, fic veris falfa remifcet,
Primo ne medium, medio ne difcrepet imum.

All this as exallly regulates the art of
managing ficon in landfcape, as it does in
poetry. And indeed the general rules of the
beft critics for the direCtion of the drama,
‘dire&t us with great propriety in picturefque
compofition. It is true indeed we may,
for the fake of curiofity, wifh to have a parti-
cular feene exaltly reprefented : but, the indul-
gence of curiofity does not make the picture
better.

M 2 Befides
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Befides the advantage in point of compofition,
the 7maginary {cene preferves more the charaéter
of landfcape, than the rea/ one. A landfcape
may be rural, or fublime — inhabited, or de-
folate — cultivated, or wild. Its charater, of
whatever kind, fhould be obferved through-
out. Circumftances, which fuit one fpecies,
contradict another. Now in nature we rarely
fee this attention. Seldom does fhe produce
a {cene perfect in charafter. In her beft works
{he often throws in fome feature at variance
with the reft — fome trivial circumftance mixed
often with fublime fcenery: and injudicious
painters have been fond of affeting fuch in-
confiftencies. I have feen a view of the
Colofleum, for inftance, adorned with a wo-
man hanging linen to dry under its walls.
Contrafts of this kind may fuit the moralift,
the hiftorian, or the poet, who may take oc-
cafion to defcant on the inftability of human
affairs. But the eye, which has nothing to
do with moral fentiments, and is converfant
only with wzfible forms, is difgufted by fuch
unnatural union.

There is ftill a higher charaier in land-
{cape, than what arifes from the wuniformity
of objeéts — and that is the power of furnifhing

images
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images analagous to the wvarious feelings, and
Jenfations of the mind. If the landicape-
painter can call up fuch reprefentations,
(which feems not beyond his art) where
would be the harm of faying, that land{cape,
like hiftory-paintings, hath its ethics!

Such thy pencil, Claude !

It makes us pant beneath thy fummer-fun,
And fhiver in thy cool autumnal eve.

To convey however ideas of this kind is
the perfection of the art: it requires the
{plendour, and variety of colours; and is not
to be attempted in fuch trivial fketches as
thefe. In the mean time, the painter of ima-
ginary feenes purfues the beft mode of forming
thefe ethical compofitions, as all nature lies
before him, and he has her whole ftorehoufe
at command.

To what hath been f{aid in favour of 7ma-
ginary views, nothing more pertinent, can be
added than a few remarks from a gentleman *
well known for his fuperior tafte in painting.

¢ You afk me, whether I have ever feen a
¢ correét view of any natural feene, which quite
¢ fatisfied me? and you confefs you rarely
¢ have. Iam perfectlyof youropinion. Thereis
¢ a fervile individuality in the mere portrait of

~

-

-

# Sir George Beaumont, Bart.
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« a view which always difpleafes me; and is
< even lefs interefting thanamap. It muftbefull
« of awkward lines; and the artift, cramped
« by given fhapes, gives his work always the
“air of a copy. The old mafters rarely
¢« painted views from nature. I believe never,
“ but when commiffioned. Like poets they
¢« did not confine themfelves to matter of fact;
¢ they chofe rather to exhibit what a country
¢ fuggefted, than what it really comprized;
 and took, as it were, the effence of things.
« The fervile imitator feems to me to miftake
‘ the body for the foul; and will never touch
 the heart. Befides, every thing looks well
“ in nature. Lumpifh forms, and counter-
¢ acting lines, touched by her exquifite hand,
¢« are hardly noticed. But in art they are

~

< truly difgufting; and the artift muft avail

« himfelf of every advantage, if he wifhes to
¢« cope with her. If he attack her on equal
« terms, he is fure of being difgracefully van-
<« quithed.”

Having faid thus much in favour of Zmagi-
nary compofition, we are compelled however by
truth to add, on the other fide, that a conftant
application to his own refources is apt to lead
the artift without great care, into the difagree-

able
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able bufinefs of repeating himfelf. If he
would avoid this, he muft frequently refreft
his memory with nature; which, however
flovenly in her compofition, 1s the only
fchool where he muft ftudy forms: or, if he
cannot always have recourfe to nature for the
object he wants, he muft turn over his com-
mon-place-book. This, it may be hoped,
abounds with forms and paffages, which may
furnifh a fufficient variety for his choice,

The hints, from which moft of thefe
fketches offered to the public are taken, were
collected from mountainous, and lake
feenery, where the author chiefly fought his
picturefque ideas.

Such fcenery affords two great fources of
picturefque compofition — fublimity, or fimple
grandeur 5 and  grandeur united <with beauty.
The former arifes from a wuiformity of large
parts, without ornament, without contraff, and
without wariery. The latter arifes from the
introduction of #hefe appendages, which forms
feenery of a mixed kind.

Some of thefe fketches are attempts at fué-
limity or fimple grandewr. But as this is an
idea, which is neither cafily caught, nor ge-
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nerally admired, moft of them aim at mixing
grandeur and beauty together.

But whether .the artift paint from nasure or
from his zmagination, certain general rules,
which belong to his art, fhould never be
tranfgrefled.

In the firt place, he fhould always re-
member, that the excellence of landfcape-
painting confifts in bringing before the
Jpectator’s eye, or rather in raifing to bis im-
agination fuch fcenes as are moft pleafing, or
moft freking. Every painter therefore thould
have this idea always in view; and fhould
paint fuch fcenes only. In the choice of
thefe interefting fubjetts he chiefly difcovers
his tafte. The full effet indeed of fuch
fcenes can only be given by the pallet; yet
it fhould be aimed at, as far as poflible, even
in the feetch. -

Again, a landfcape, as well as a hiftory-
picce, fhould have fome mafler-fubjet. We
often indeed fee landfcape compofed without
much idea of this kind. One piece of ground
is tacked to another, with little meaning or
conneftion. We fhould attend more to the
fimplicity of a whole. Some uniform, dif-

# tinct
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tin& plan fhould always be prefented; and
the feveral parts fhould have relation to each
other. The fcenery about a caftle, a ruin, a
bridge, a lake, a winding river, or fome re-
markable difpofition of ground, may make the
leading part of a landfcape ; and if it be fet off
with a fuitable diftance, if neceflary, and a pro-
per fore-ground, we have fubject enough for
a pi¢ure. In fhort, there fhould be fome idea
of unity in the defign, as well as in the compofi-
tion ; and every part fhould concur in fthewing
it to advantage. ‘The parts being thus few and
fimple, the cye at once conceives the general
idea. If the landfcape be a finithed piece, all
thefe parts fhould be enriched with a varicty
of detail, which, at the fame time, muft unite
in embellithing the general effeét.

Still farther, the probability of every part
fhould appear. A caftle fhouid never be
placed where a caftle cannot be fuppofed to
ftand. A lake fhould generally have the ap-
pendage of a mountalnous country; and the
courfe of a winding river fhould be made
intelligible by the folding of the hills. In
fome of the drawings now offered to the
public, it is endeavoured to explain this idea
by a few remarks on the back of each. Thefe

explanatory
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explanatory drawings are particularly men-
tioned in the catalogue. Indeed, a landfcape,
which cannot bear to be analized in this way,
muft be faulty. Sometimes, it is true, we
find in nature itfelf improbable circumftances.
The artift for that reafon rejefts them. But
he is inexcufable, if he purpofely introduce
them.

The general effect of a picture is produced
by a unity of /ght, as well as of compofition.
When we have gotten the feveral parts of a
landfcape together, — that is, when we are
fatisfied with the compofition, ftill we cannot
judge of the effec? ; nor appreciate the picture,
till we have ‘7ntroduced the light, which makes
a complete change in a landfcape, either for the
better or the worfe. It is thus in nature. The
appearance of the fame country, under differ-
ent effects of light, is totally different. Thefe
effetts therefore cannot be too much ftudied ;
and fhould be ftudied when the artift finifbes
a picture, by making different fketches of the
fame {ubject, fo as to afcertain the beft. This
is not always perhaps enough attended to.
In painting indeed, a bad diftribution of light
is lefs difcernable. The variety of colour-

ing
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ing impofes on the fight; but in a collection
of prints or drawings, the defects in light are
obvious.

Gradation is another principle with regard
to light, which is very effential in point of
beauty. Neither lights, nor fhades, fhould
uniformly fpread over one furface; but fhould
graduate from more to lefs.  Gradation in
light and fhade, though not always feen in
nature, is however frequently enough feen to
be acknowledged among its beft fources of
beauty. It removes that difgufting effelt,
which in found is called monotony ; and pro-
duces, in its room, a pleafing variety on the
furfaces of objects.

The illuftration of thefe few principles (as
far as a fketch, or rough drawing can illuftrate
them) is all that is aimed at in the drawings
now offered to fale. Few of them will afford
more than the rude conception of a landfcape.
They pretend to fome degree of compofition
and ¢ffeé?; but to little farther. Hard lines
muft be excufed, and an inaccurate detail.
They may perhaps have fomewhat more of
Jetence in them, than of ar¢. What merit they
have, 1s readily allowed without affetation.

Though

i S ¥

Though they cannot well claim the title of
landfcapes, they may furnifh a few general
hints; and fome of them might be made
pictures perhaps in the hands of a good
mafter, who could furnifh the dezail. At the
fame time, thus much may be faid, that
we always conceive the detai/ to be the in-
ferior part of a piCture. We look with
more pleafure at a landfcape well defigned,
compofed, and enlightened, though the parts
are inaccurately, or roughly executed, than
at one, in which the parts are well made out,
but the whole ill-conceived. Thefe ideas
were once paradoxically, but well explained
by a gentleman, who thought himfelf a better
artift, after his hand began to fhake, and his
eyes to fail. By the thaking of my hand, he
would fay, my ftroke, which was before for-
mal, becomes more free: and when my eyes
were good, I entered more into the detail of
objeCts: now I am more imprefled with the
awhole.

In teaching to draw, the ftrefs is laid at firft,
as it ought to be, on the parts. If a {cholar
can touch a tree, or a building with accuracy,
hé has fo far attained perfection. But it is the
perfection only of a f{cholar. The great prin-
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ciples of his art are flill behind. Often, how-
ever, our riper judgment is fwayed by the ex-
cellence of the parts, in preference to a whole.
The merit of a piture is fixed perhaps by the
mafler’s touch ; or by the beauty of his colsur-
ing; or fome other inferior excellence. But

a great critic in arts, formed a different

opinion ;
ZEmilium circa ludum faber imus, & ungues

Exprimet, & molles imitabitur zre capillos,

Infelix operis fummd, quia ponere fotum
Nefciet.

A few of the drawings here exhibited, may
be called ffudies ; that 1s, the fame fubject hath
been attempted in different ways, both with
regard to compofition, and effect.

In a few of them, the more redundant
defigns of Claude are fimplified. A very
numerous colleftion of prints were taken
from the drawings of that mafter. Claude’s
originals are in the hands of the Duke of
Devonfhire. They exhibit many beautiful
parts, but rarely a- fimple whole; though the
colleCtion, for what reafon is not obvious,
is ftyled the book of truth.

A few of the drawings here offered to fale,
are {lightly tinted; not as finithed drawings;

but
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but juft enough to give a diftincion among
objects. Yet even in thefe flight fketches,
unlefs there is fome appearance of harmony, a
very little degree of colouring glares. When
therefore you have put in your light and
fhade, with Indian ink, {pread over the whole
a flight wafh of red and yellow mixed, which

~ make an orange. It may incline either to one

or the other, as may beft fuit your compo-
fition. A cold bluifh tint may fometimes
have effe¢t. This general wafh will produce
a degree of barmony. While the fky is yer
moift, tint the upper part of it, if it be orange,
with blue, ‘blending them together. Or if a
little part only of the fky appear, it may be all
blue, or all orange, as may have the beft
effet. When the fky is dry, throw a little
blue, or what Reeves calls a meutral tint*,
into the diftances; and over any water, that
may be in the landfcape. Then introduce
your browns, which are of various kinds, into
the foreground; but let them be introduced
flightly ; and when all is dry, you may touch
fome of the brighteft parts with dead green,
or a little gall-ftone. Burnt terra-de-Sienna,
mixed with a little gall-ftone, make a good tint
for foliage.
* See his box of colours.
Some
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Some apology may perhaps be neceffary for
the uniformity of one principle, which runs
through moft of the defigns here exhibited ;
and that is the praltice of throwing the fore-
ground into fhade. Many artifts throw their
lights on the forcground ; and often, no doubt,
with good effet. But, in general, we are
perhaps better pleafed with a dark foreground.
1t makes a kind of graduating fhade, from the
eye through the removed parts of the picture;
and carries off the diftance better than any
other contrivance. By throwing the /ight on
the foreground, this gradation is inverted. In
many of thefe fketches the lights were at
firft left on the foreground ; but on examining
them with'a frefh eye, they glared fo difagree-
ably, that they were afterwards put out. — Be-
fides, the foreground is commonly but an ap-
pendage.  The middle diftance generally
makes the fcene, and requires the moft diftine-
tion. In hiftory-painting it is the reverfe.
The principal part of the fubjett occupies the
Soreground; and the removed parts of the picture
form the appendages. In a landfcape too, when
a building, or other object of confequence, ap-
pears on the foreground, and the diftance is
of little value, thelight, on the fame principle,

may
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may then fall on the foreground: though a
building is fometimes thrown, even in that
cafe, with more effeét into fthadow. — In moft
of thefe fketches it may be added, that the
foreground is only juft wafed in. If the
drawings had been finifbed, the foregrounds
fhould have been broken into parts. But
the author fues for candour on the head of
Jnifbing.

An apology may perhaps be due, on the
other fide alfo, for preferving too ftrong a
light on fome of the removed parts of the
compofition. In general, no part of the fur-
face of a country (except, here and there, the
refleCted parts of water) fhould be fo light,
as the lighteft parts of the fky. But this rule
is not always obferved in thefe iketches;
partly becaufe in work fo {light, it might
induce heavinefs; and partly, becaufe a little
colour might eafily fupply the want of fhade,
if thefe fketches fhould ever be honoured with
painting from them.

With regard to fgures introduced in land-
fcape, there is often great deformity. Bad ap-
pendages of this fort are very difgufting: and
yet we often fee views enlivened, (if it can be

- called
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called enlivening) with ill-drawn figures of
men, horfes, cows, theep, waggons, and other

objets, which have not even the a7/r of’

the things they reprefent. Or perhaps if the
figures of a landfcape are tolerably touched,
too great a number of them are intro-
duced; or they are 7// put rogether; or per-
haps 7ll-fuited to the fcene. Some of thefe
circumitances are too often found in the beft
landfcapes — as often in thofe of Claude, as of
any other mafter. And yet I have heard,
that Claude had a higher opinion of his own
excellence in figures, - than in any other pait
of his profeflion. Sir Peter Lely, we are told,
withed for one of Claude’s beflt landfcapes;
but delicately hinted to him, that he fhould
rather chufe it without figures. Claude felt
himfelf hurt at Sir Peter’s depreciating that
excellence, which he himfelf valued. He
filled his landfcape therefore with more
figures, than he commonly introduced; and
defired Sir Peter, if he did not like it, to leave
it for thofe who underftood the compofition
of landfcape better. This picture, is at
prefent, I am told, in the hands of Mr. Agar
in London ; and the hiftory of it affords good
inftruction to fuch conceited artifts as value

N them-
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themfelves on what nobody clfe values.
Many landfcape painters however might be
named, who knew how to touch a {mall
figure, and could people their landfcapes with
great beauty. Among thefe the late Mr.
Wilfon, one of the beft landfcape-painters, that
hath appeared in our days, might be men-
tioned. Other painters, who could not paint
figures themfelves, have borrowed affiftance
from thofe who could. The late ingenious
Mr. Barret, who painted every part of inani-
mate nature with fingular beauty, had the
difcretion to get his landfcapes generally
peopled by a better hand than his own.
It cannot be fuppofed, the figures in thefe
fketches are fet up as models. So far from it,
that they do not even pretend to the name of
figures. 'They are meant only as fubftitutes
to thew, where two or three figures might be
placed to advantage. And yet even fuch
figures are better than thofe, in which finifbing
is attempted and legs and arms fet on with-
out either life, air, or proportion. Indeed
the figures here introduced, are commonly
drefled in cloaks, which conceal their de-
formities. If legs and arms be not well fet om,
they are certainly better concealed.
As
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As I can fay nothing myfelf therefore on
the fubje@t of figures, I have gotten a few
hints, and examples from my brother, Mr.
Sawrey Gilpin; who, if my prejudices do not
miflead me, is well {killed in this part of his
art. ’

Thefe hints refpect the fize, the relative
proportion of the parts, the balance of figures
at reft, or in motion ; and what appears to him
the eafiet mode of fketching figures*: to
which are added a few of fuch groups as
may be introduced in landfcape.

In the firft place, with regard to the fize of
figures, as the known dimenfions of the
human body give a fcale to the objects around,
exatnefs in this point is a matter of no little
confequence. If the figure be too large, it
diminifhes the landfcape—if too fmall, it
makes it enormous: and yet it feems no very

# Mr. S. G. had once thoughts of giving the public a few
remarks on landfcape-figures, both human and animal; and
luftrating his remarks by a variety of etched examples. It
would be a work (in my opinion at leaft) highly ufeful to all,
who draw or paint landfcape. But I fear his engagements
will prevent his ever- bringing this work to fuch perfeétion, as
would fatisfy himfelf; and this little extract from it is pro-
bably the only part of it that will ever appear.
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difficult matter to adjuft the proportion, by
comparing the figure with fome object on the

fame ground.
Though in figures, meant only to adorn
landicape, the cxaltnefs of anatemy is not
required, yet a fmall degree of difproportion
rikes the eye with difguft, even in a fketch
— in the bead and /zmbs efpecially.  The body
haturally forms itfelf into two parts of equal
length. From the crown of the head to
the point where the limbs divide, is one half.
This may be fubdivided into four parts. The
head and neck to the top of the fhoulder
make one of thefe fub-divifions: from the
top of the {houlder to the lower line of the
mufcle of the breaft we meafure another :
from thence to the hips a third; and from
the hips to the point where the limbs divide,
a fourth. The /lgs and arms admit each of
a divifion into two parts. In the former, the
upper part of the knee is the point of di-
vifion; as the elbow is in the latter, when
the hand is clofed. When the arm hangs
down, and the fingers are extended, their
points will reach the middle of the thigh.
But though we have no occafion to obferve
this divifion accurately in ornamental figures,
it
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it may be ufeful to have a general idea
of it.

The balance, however, of a figure, even in
landfcape, is matter of great confequence.
If every thing elfe were right but this, the
effect of the figure would be deftroyed. A
figure intended to be in motion, from an un-
happy poife of its limbs, would appear to
Sand fiill.  And from the fame caufe, a fland-
ing figure would appear to be a felling one.
The balance of fanding figures may be regu-
lated by a fuppofed perpendicular divid-
ing the body, from the crown of tne head,
into two parts. If the legs bear equal
weight, this line will fall exaltly between
them. If the weight is borne unequally, the
line will fall nearer that leg which bears the
greateft proportion : and if the whole burden
be thrown on one leg, the line will pafs
through the centre of its heel. When the
weight 1s thus unequally diftributed, the
fhoulder on one fide forms a counterpoife to
the hip on the other: and when the fhoulder
is not a fufficient counterpoife, as in the cafe
of bearing a weight in one hand, the contrary
arm 1s thrown out to reftore the balance. —
Stooping figures come under the fame rule;
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only the perpendicular will arife from the
centre of gravity, at the fect of the figure, and
divide it into equal parts. ‘The progrefive
motion of figures may alfo be adjufted by a
perpendicular, drawn from the foot, that
bears the weight; the figure being projetted
beyond it in proportion to the velocity, with
which it is reprefented to move*.

A few words may be added with regard to
the eqfieft manner of feetching flizht figures in
landfcape. To attempt finifhing the limbs at
firft, would lead to ftiffnefs. If the figures
are placed near the eye, a little attention to
drawing is requifite: and the fimpleft, and
perhaps the beft method will be, to f{ketch
them in lines nearly ftraight, under the regu-
lations above given. A little fwelling of the
mufcles, and a few touches to mark the ex-
tremities, the articulation of the joints, and
the fharp folds of the drapery, may afterwards
be given, and will be fuflicient .

After gaining a knowledge in the form of
figures, the next point is to group them. The
form depends on rule; the group more on

#* To illuftrate thefe remarks, fee plate 1.
1 To illuftrate thefe remarks, fee plate z.

tafte.
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taffe. A few landfcape-groups are here f{peci-
fied, which may afflift the young artift in
combining his figures *.

With regard to his own drawings, the
author hath only to obferve farther, that they
will appear to moft advantage, if they are
examined by candle-light; or, if in day-light,
by intercepting a f{trong light. This mode
of viewing them will beft thew the ¢fec?, in
which chiefly confifts the little merit they
have; and will likewife conceal the faultinefs
of the execution in the feveral details. Such
of thefe drawings however as are tinted, can-
not be examined by candle-light.

* See plate 3.

THE END.

Straban and Predon,
Printers-Street, London.



