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APPENDIX

“Letters on Landscape Painting”

MaNY OF THE observations concerning plein air pracrice that
Durand had ardeulaved in lecters from the feld to fanuly and
friends found a public voice and a much wider audience with
the publication of his “Letters on Landscape Painting.” These
essays appeared between January and July 1855 in the Crayon:
A Journal Devoted to the Graphic Arts, and the Literature Related to
Them, an ambitious weekly publication founded and coedited
by Durand’s son, John, a critic, and the landscape painger and
critic William James Stillman.t Although che edizors would
later recall che enterprise as an ultimately disappointing
project born of yourhful idealism, the eight volumes of the
Crayon, published between 1855 and 1861, are recognized
today as the most imporrant American art periodical of the
period.? The editors invited the elder Durand ro contribure
the “Letters” to the early issues of the journal, and according
to John Durand, his father composed these texes “in his leisure
moments, and somewhat ‘against the grain,” as literary efforts
were now out of his line”

Indeed, in a publication whose content focused primarily
on the intellectual aspects of art making, the “Lecters” were
one of the few features that offered practical advice ro the
landscape painter.’ As Durand and the editors noted, they
were written in response to many appeals for instruction and
advice that the artist had received over the years from aspiring
landscape painters. Among those secking his tucelage had
been Scillman himself, who had intended ro study wich
Thomas Cole and unsuccessfully petitioned Durand for
insrruction afrer Cole’s death in 18485 Jervis McEntee had

also written to Durand eazly in 1848, asking to “come with
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you as a pupil.”s Other landscape hopefuls, unknown roday,
wrote for advice from as far afield as Virginia and illinpis.”

Stillman recalied thar Durand had declined ro serve as his
mentor in 1848 our of “an excess of humility as to his own
work ... and he could not bring himself to accepr a pupil.”8
Although the voice of the “Letters” is that of a seasoned master,
Durand still retained the reticence of the seif-raught. “I have
offered ro you chese remarks and opinions as the resulc of expe-
rience,” he could declare in one sentence, only to add a
disclaimer in the nexe: “T do not desjre that my humble produc-
tions shall be regarded as the evidence of their correctness.™

Nevertheless, the “Letters” constitute a decailed and often
cloquent exposicion of the landscape paincer’s mission and
Durand’s own practice, as well as bis beliefs abourt che salutary
influence of these images on the viewer. The informal formart
of these epistolary essays looks forward to that adopted by
John Ruskin in his highly popular aucedidactic manual,
Elements of Drawing, published two years later 10 Durand’s arti-
cles demonstrate his embrace of not only Ruskin’s ideas about
trurh ro nature but also che sentiments of William Culien
Bryant’s Romantic nature poetty, which he liberaily quotes
and often paraphrases.

The influence and impact of the now-famous “Letters” in
the artistic communicy were immediate and lasting. Thomas
Fotchkiss, just beginning to paint and soon to become a
member of Durand’s circle, requested in May that the Crayon
be sent o him in Palenville, New York, so that be might read
the “Letters” while working in the Kaaterskill Clove.! Iz June a

graceful reader from Oxford, Chio, wrote to Durand: “I cannot
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let chus opportunity pass without expressing Lo you my sincere
thanks for the advice which you have given me in your ‘letrers
on landscape painzing.’. .. They were just what T wanted, and 1
doubt not that they have been weicomed by many a poor
young painter struggling like myself with adverse circum-
seances which cut him off from the world of arr and force him
o grope his way with no guide but his own experience.”?
Durand was not the firse American landscape painrer ro
work en plein afr, but he was an early and influential proponent
of outdoor study, and the significance of the “Letters” as part
of Durand’s larger contribution was recognized immediately
by crivics and historians as well as artists. In 1867 Henry
Tuckerman described the “Letters” as “precious written resti-
mony,” clesing his chapter on Durand in Book of the Ariisis with
quotations from them.'? George William Sheldon also quored
liberaily from the “Letters” in his discussion of Durand in
American Painters {(1879), as did John Durand in his biography
of 189414 Arc hiscorians in the twentieth and wenty-first
centuries have fruicfully mined the “Lecters” for many decades,
In 1965 John W. McCoubrey published excerpts in the series
Sources and Documents in the History of Art, as did David
Lawall ir: his 1978 documeniary caralogue of Durand’s paint-
ings.tS A facsimile reprint of the eight volumes of the Crayon
was published in 19706 The present volume is the first o
reprint Durand’s texts in cheir entrety, however, placing these
important documents within easy reach of the scholar, the

interested reader, and, as Durand originally intended, the

landscape painter.
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LETTER 1

The numerous applications of young artists to Mr.
Dicrand to be admitted into bis sturdip as pupils, bas
suggested to him 10 reply at length through TFHE
CRAYON for the benefit of all who have been, or
might be hereafter, applicants for the like privilege.
ED. CRAYON.

DEAR SIR:
1 AM compelled to return &n unfavorable
answer to your application for admission

into my studio as a pupil. Among the many

instances in which I have found it necessary
Lo recusn a refusal, your own case is most
painful to me, 0 account of the earnest love
of nature which you manifest, and the strong
desire you have expressed ta devote your
whole time and energies to the study of
Landscape Art. L hope the disappoiniment
wiil not be regarded by you as discouraging,
for | can readily imagine you may have over-
estimated che advantage of such lessons as
you desire at my hands, and I rake occasion
to submit for your considesadon, by way of
encourzgement, some remarks resulting
from my own cxperience under circum-
stances very similar to your own. With the
same Jove of beautiful nature from my child-
hood, and the corresponding desive for ifs
development through ihe knowledge and
pracrice of AT, I was, by several years, older
than yoursell before I was able to devote even
a small portion of my time o the faverice
pursuit. I then thought as you now think,
chat if T could but obtain a few lessons by
seeing an expesienced artist worl, or working
myself under his eye and dicect MISEIUCCIons,
mest happy should I be. Thar privilege,
however, 1 never enjoyed, and subsequent
years of toil and study have somewhat maodi-

fied my estimate of the value of such privi-

leges. Indeed, T am alinost certain that
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insvead of any great final benelit resulimng
from it, the greater chance is, that in most
instances its resule will prove pernicious.

It is crue chat the pupil may thus save
¢ime in the acquisition of certain rechnical
kinowledge, mechanical processes, most suit-
able colors, 8., &c., at the same time, he is, at
least, in danger of losing his own identicy,
and from the habit of seeing wich the eyes
and following in the rracl of his master,
hecome in the end what is most degrading in
che ming of every rrue artist, a mere Initator,
4 mannest.

You need not a period of pupilage inan
artist’s studio o tearn to paing books and the
casual intercourse with arists, accessible to
every respectable young seudent, will furnish
you with ail the essential mechanism of the
art, | suppose that you possess the necessaty
knowledge of drawing, and can readily
express with the lead pencil the forms and
general characrer of real objects. Then, lerme
carnestly recommend 1o you one STUo
which you may freely entet, and receive in
liberal measure the most suie and safe
instruction ever meted £o any pupil, pmvidﬁd
yOu Pessess 4 common share of that rruchful
perception, which God gives o every true and
faichful artisc—the STumo of Nature,

Yes! go first to Nature to learn to paint
tandscape, and when you shall have learnt to
imitate her, you may then study the picuures
of great astists with benebt. They will aid you
in che acquirement of the knowledge requi-
site to apply to the best advantage the skill
you possess—to select, combine and set off
the varied beauty of narire by means of what,
in arristic language, 15 called treatment,
management, &c., &c. 1 would urge onany
young student 1 landscape painting, the
importance of painting direct from Nature

as soon as he shall have acquired the firse

CLETTERS ON LANDSCAPE FAINTING” 233

rudiments of Act. T he s imbued with the
crue spiit to appreciate and enjoy the
contemplation of her loveliness, he will
approach her with veneration, and find in the
conscientious study of her beauties all the
great first principles of Art. Ler him scrupu-
Jously accepr whatever she presents him, until
he shall, in a degree, have become intimace
with her infinity, and then he may approach
her on mote familiar terms, even venturing
ro choose and reject some Portions of her un-
Lounded wealth: buc never let him profane
her sacredness by & willful departure from
crurh, Ir is For this reason thar would see
you impressed, imbued to che full with ber
principles and practice, and after that devel-
ope the principles and practice of Arg in
other words, the appication of those pheno-
mena most expressive of the requisite senti-
ment or feeling. For [ mainrain that all Arcis
unworthy and vicious which is at variance
with Trurh, and that only is worthy and
clevated which impresses us wich the same
- feelings and emotions that we experience in
che presence of the Reality. True Art reaches
the use of the embetlishments which Nature
herself furnishes, it never creates them. All
the fascination of treatment in light, and
dark, and color, are seen in Narure; they are
the Tuxuries of her store-house, and must be
nsed with inteiligence and discrimination to
e wholesome and invigorating. If abused
and adulrerated by the poisons of conven-
ionalism, the resuie will be the corruption
of veneration for, and faith in, the simple
rruths of Narure, which constitute the rue
Religion of Art, and the only safeguard
against the inroads of hererical conver-
rionalisn. If you shouid ask me t© define
convenrionalism, | should say hat it is the
substicution of an easily expressed falsehood

for a dificalr truih.

A —
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But why discuss this poinr-is it not a
wruism admiceed by all? Far frem ic! Orif ic
be admitted as a principle, it is constantly
violated by the artise in his pracrice, and this
violation sancricned by the “learned” critic
and conneisseur. The [resh green of summer
must be muddied with brown; the pure biue
of the clear sky, and the palpitating azure of
distant mountains, deadened wich lifeless
grey, whiie the grey unsheltered rocks must
be warmed up and clothed with the lichens
of their forest brethren-tricks of impasto,
or transparency without character--vacant
breadch, and unmitigared darkness—{ine
qualities of color withour loca) meaning, and
many other perversions of truth are made
objects of artistic study, to the death of all
true feeling for Are,—and all this under tle
name of improvements on Narure! To obrain
eruthfulness is so much more difficule than
to obrain the power of telling facile false-

hoods, thar one need not wonder that some

delusive substiruce occupies the place which
Narure should hold in the artist's mind.

T have offered to you these remarks and
opinions as the resulc of experience. I do not
desire that my humble productions shall be
regarded as the evidence of their correctness.
Lam more certain as vo their aim in accor-
dance with these opinions than in their
successful arrainment of that aim; and 1 will
only add chat neither their Faules nor cheir
merits are chargeable to any mstructions
received in the studios of artists, though
maqy an useful lesson has been taught me by
intercourse with professional brethren--cven
often from the student and the tyro. Buc by
far my most valuable seady has been

“Under the open sky”--
and there would I direct vou to

“Go forth and list
To Nature’s veachings, while from al}

around

N

Barth and her waters, and che depths of
air,
Comes a still voice™~

a voice thar no student can disregard wirh
impunity, nor heed without joy and glad-
negs-—-broken, it is true, o often by repeared
failure, and by the conviction that the most
successful wranseriprs thar Arr is able o
produce must appear but abortions in her
presence, and only tolerable when withdrawn
and examined in the seclusion of the
painting room.

There are, however, certain motives in Arc
which [ am persuaded the young landscape
painter may do well to consider with reference
ta directing his studies. These | will give you
as opportunity offers, in some future letters,

Truly yours,
A B DURAND.

LETTER I1

Dear S

IN recommending you, in the beginning
of your studies, directly to Nature, | would not
deceive you with the expecration, thar you will
thus most speedily acquire the art of picture-
making--that is much sooner acquired in the
studio or the picture gallery,

Lrefer you to Nature early, that you may
receive your first impressions of beaury and
sublimity, unmingled with the supersttions
of Art—for Art has its superstitions as well as
religion—shat you may learn to paine wich
mrelligence and sincerity—thac your works
shall address themselves to intelligent and

sympathetic minds, and spare you the

mortification of ever sceing them alloteed to
swell the lumber of the garrer and the
AUCLON roomMm.

Form is the first subject to engage your
ateenzion. Take pencil and paper, not the
paletre and brushes, and draw with scra-
pulous fidelity the oudine or contour of
such objects as you shall selecr, and, so far as
your judgment goes, choose the most bean-
tiful or characteristic of its kind. If your
subject be a tree, observe partcularly wherein
it differs from those of other species; in the
fst place, the tenmination of its foliage, best
seen when relieved on the sky, whether

pomnted or rounded, drooping or springing

upward, &c., &c; next mark the character of
irs trunk and branches, the manner in which
the laczer shoot off from the parent stem,
their direction, curves, and angles. Every ind
af tree has its traits of individuality--sonme
kinds assimilate, others differ widely--with
careful arrention, these peculiarities are
easily learned, and so, in a greaver or less
degree, with all other ohjecrs. By this course
you will also obtain the knowledge of chat
natural vatiety of form, so essential o
protect you against frequent repetition and
monotony. A moment’s reflection will
convinee you of the vital imporrance of
drawing, and the continual demand for its
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exercise in the practice of outline, before you
bhegin 1o paint.

I know you will regard this av fse
rhought as an unnecessary restriceion, and
become impatient to use the brush, under the
persuasion that you can with it make out
your forms, and at the same time produce
color, and lighe, and shade. In this you deceive
yourself—as many others have done, till the
consequent evil has become irremediable, for
slovenly and imperfect drawing finds buta
miserable compensation in the palpable
elforts wo disguise or atone for it, by the blan-
dishments of color and effect.

Practice drawing with the pencil ¢l you
are sure of your hand, and not only that,-till
you shall have learned by heart ihe characrer-
istic forms of all objects, animals, and the
human figure included, so far as you may
require their use in picrures; no marcer how
long it takes, it will be time gained. You wiil
say that | impose on you a difficule and
painful rask: difficul it is, bur not painful
nor ungrateful, and let me assure you that its
faithful performance is accompanied by
many enjoyments that experience only can
enable you to appreciate. Every step of
consciots progress that you make, every
successful transcript of the chosen subject,
wiil send a thrill of pleasure to your heart,
that you will acknowledge o give you the full
measure of compensarion.

As a motive to meet with courage and
perseverance every difficulty in the progress
of your studies, and patiently to endure the
frequent discouragements accending your
failures and imperfect efforts, so long as your
love for Natuye is strong and earnest, keeping
steadily in view the high mission ol the Art
you have chosen, I can promise you that the
rime will come when you will recall the
period of chese faithful struggles witha more
vivid enjoysment than that which accompa-

nies the old man’s recollections of happy
childhood. The humblest scenes of your

successful labors will become hallowed

L. -

ground (o which, in memory at least, you will
make many a joyous ptlgrimage, and, like
Rolulsseau, in the fullness of your emotions,
kiss the very earch that bore the print of your
oft-repeated footsteps.

There is yer another motive foy refer-
ring you ro the study of MNature early—irs
influence on the mind and hearr, The
external appearance of this our dwelling-
place, apart from 1ts wondrous structure
and functions thae minister to our well-
being, is fraught with lessons of high and
holy meaning, only surpassed by the tight
of Revelation. It is impossible to contem-
plate wich right-minded, reverent feeling,
its inexpressible beauty and grandeur, for
ever assuming now [orms of impressive-
ness under the varying phases of cloud
and sunshine, ime and season, without

arriving at the conviction

—*That all which we behold

Is full of blessings™--

that che Great Designer of these glorious
pictures has placed thewm befoie us as types of
the Divine actributes, and we insensibly, as it

werg, in our daily contemplations,

—“To the beautiful order of his works
Learn to conform the order of our

lives.”

Thus regarding the objects of your study,
the inteltect and feelings become elevared
and purified, and in proportion as you ac-
quire executive skill, your producrions will,
unawares, be imbued with that undefinable
quality recognized as sentiment of expression
which diszinguishes the true landscape from
the mere sensual and striking pieture,

Thus far 1 have deemed it well to abstain

from much practical dezail in the pursuic of

our subgece, preferring first to impress you
with a sense of the elevared chavacter of the
Art, which a just estimate of ks capacity and

purposes discloses, and this course may still

e extended in reference eo che wide field for

its exercise, which lies open before you. If it

be rrue—and it appears to be demonstrated,

so far as English scenery is concerned-~chat

Constable was correct when he affirmed chac

there was yet room for a narural landscape

painter, it is more especially true in reference

1o our own scenery; for although much has

been done, and well done, by the gifred Cole

and ochers, much meore remains to do. Go

not abroad then in search of material for the

exercise of your pencil, while the virgin

charms of our native land have claims on

your deepest atffections. Many are the Aowers
in our untrodden wilds that have blushed
too long unseen, and cheir original freshness
will reward your research with a higher and
purer satisfacrion, than appertains to the
display of the most brilliant exotic. The “lone
and tranquil” lakes embosomed in ancient
forests, that abound in our wild districts, the
unshorn meuntains surrounding them with
their tichly-texzured covering, the ocean
praivies of the West, and many other forms of
Narure yet spared from the pellutions of civi-
lization, afford a guarantee for a reputation
of originality that you may elsewhere long
seck and find not.

1 desire not to limir the universality of the
Art, or require chat the artist shall sacrifice
aught to patriotism; but unrrammeled as he
is, and free from academic or other restraints
by virtue of his position, why should not the
American landscape painter, in accordance
with the principle of seif-government, boldly
originate 2 high and independent style, based
on his native resources? ever cherishing an
abiding faith that the time is noc far remote
when his beloved Art will stand our amid the
scenery of his “own green foresc land,”
wearing as fair a coronal as ever graced a
brow “in thar Old World beyend the deep.”

Truly yours,
ABDURAND.

A,

G T e B SN TS T e
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LETTER 1]

T¥ a truly Bne picture could be produced with
the same certainty as an ordinary steam-
engine, specific direcrions might be given
with a uniform result; and it would appear
that thousands of landscapes are produced
on precisely similar grounds, with even fewer
claims to attribuves of Fine Art, Alchough
there are certain principles which constantly
guide the hand of the true artist, which can
be defined, classified, and clearly understood,
and, therefore, communicable—yer the whole
history of Art from the beginning, does not
present a single instance where a thorough
and scientific knowledge of these principles
has of itself been able to produce a truly grear
artist, for the simple reason that such knowl-
edge never can create the feeling, whicl over-
rules all principles, and gives the impress of
[TUE Jreatness.

I caution you, therefore, against reliance
on any theoretical or technical directions
which I or any one else may give i1 the course
of your studies, furcher than as means which
you are to employ subject to your own
feeling. It has not been my intendon in these
leteers vo shiow you how to paint so much as
what to paint: to point out the distant object,
and erect an occasional guide-board on what
seems to me the best path leading ro . The
means and modes of travel are already to be
had at every road-side, and bercer than I can
furnish. All thar I might say on the various
colors and mediums, tocls, or what not,
necessary for your purpose, including disser-
tarions on design, composition, effect, color
and execurion, would only be a repetition of
what has been already wrirten and published
threughout the land, and which you can
readily procure of the colorman and the
bookseller. After all, whatever valuable
ingtractions they furnish, their pracrical vatlue

must depend on your experience. All chat 1

woutd advise is this-let materials be few and
simple ac first; as you advance, you will add
what your feeling calls for. Much useful
mformation may be obrained on all che
subjects above mentioned, and you may be
enlighrened in the elements of picturesqueness,
and other externals, with which alone too
maryy arvists, crivics and conneisseurs, arve
contented: but those who can appreciate the
higher attribuces which make a picrure a
noble work of Art, will teli you that all che
above-named requisites may be very imper-
fectly employed, and yer the picture may be
oruly fine, and even greag; they will teil you
that the difference consists in that which
distinguishes the versifier from the poer, and
this is all it 1 essential to know.

Thatis a fine picture which ar once takes
possession of you—draws you inco it-you
traverse it—breathe its atmosphere—feel its
sunshine, and you repose in irs shade
withiour thinking of its design or execution,
effect or color. These are after considerations:
there is poetry in such a landscape, however
humble. I will be great in proporcion as it
declares the glory of God, by a representation
of his works, and noc of the works of man.

I appeal with due respect from the
judgment of those who have yiclded their
noblest energies o the fascinations of the
pleturesque, giving preference to scenes in
which man supplants his Creator, whether

in the gorgecus city of domes and palaces,

or in the mouldering ruins thar tesoify of

his “ever fading glory,” beautiful indeed,
and not without their moraj, bur do they
not belong more o the service of the tour-
ist and historian than ro that of the trre
landscape artise?

Without further multiplying words, you
will percetve the purport of these observa-

tions, There can be no dissent from the

maxim, that a knowledge of integral parts is
essential for the construction of a whole—
that the alphaber must be understood before
learning to spell, and the meaning of words
before being able to read—nor to admir chis
would be absurd; yet many a young artist
goes to work in the face of an equal
absurdity—filling a canvas just as an idle boy
might fill a sheet of paper with unmeaning
scrawls, occasionally hiteing the form of a
letrer, and, perhaps, evert a word, so that the
whole mass, at a litdle distance, imay have the
serblance of writing; and so, after he has
wasted sufficient marerials to have served, by
well-directed stady, ro effece the atrainment
of the knowledge he lacks, he feels chis defi-
ciency, and goes back, or more correctly
speaking, takes the first step forward, and
begins with his letters. You have learned chese
lecrers, and how to spell, in che practice of
drawing, and you have found out the mean-
ing of many words, but there are yer many
more, wich phrases and whole sentences to
learn (and thus, I myself, feel, in mere than
one sense, while writing to you), before you
can write and entirely express your thoughrs.

Proceed then, choosing the more simple
foreground objects—a fragment of rock, or
crunk of a tree; choose thern when distinctly
marked by strong lighe and shade, and
therchy more readily comprehended; do not
first attempt foliage or banks of mingled
earth and grass; they are more difficult of
imitation, which, as far as pracicable,
should be your purpose. Paint and repaint
until you are swre the work represents the
model-not that it merely resernbles jec. This
purpose, that is, the study of foreground
objects, is worthy whole years of labor; the
process will improve your judgment, and
develop your skili—and perception, thought,
and ingenuity will be in constant exercise.
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Thus you will not merely have observed in
the rock, the lines, angles, and texeu re, and
in the tree crunk, the scoting or plainness of
surface, which respectively characterizes
them, but you will have acquired knowledge
and skill applicable alike to every portion of
the picrure. In producing such an imitation,
you will have learned to represent shape
with solidity, projecrion, depression, and
relief, nearness and distance, the coéipera-
tion of color with form, light and shade,
and above all, yon will have developed and
serengthened your perception of the narural
causes of all these resules.

In the tree trunk, for example, and also
in the rock--chough less simple, and nor as
suitable for the present iligstration—you see
the application of perspective, and 2 demon-
stration of the law which governs the expres-
sion of space. When the light strikes on the
trunk of an oak, on the side directly ar right
angles with your vision, the scoring lines
nearest the eye and towards the shadowed
sides, are strongesc and sharpest, graduaring
in distinctness from the cenrre outward, and
each division of bark diminishes proportion-
ately. Light and color conform to these
changes, being most pure or positive in the
nearese portions. The lesson on the shape or
rotundity of this object is not the only one;
you have the principle of that gradation in
light and dark, and color, which begns ac
the foreground, and extends to the horizon,
Thus every trthfisl scudy of near and simple
objects will qualify you for the more difficulc
and complex; it is only thus you can learn ro
read che great book of Nacure, to compre-
hend it, and eventuzlly cranseribe from its
Pages, and artach to the Cranscript your own

commentaries.

There is the letter and the spirir in the
true Scriprure of Arr, the former being tribu-
vary to the latter, but never overruling ie. All
the rechnicalities above named are bur che
language and the rheroric which CXPresses
and enforces the doctrine-not to be
unworthily employed to embellish false-
hood, or ascribe meaning to vacuicy. As |
have nor proposed to reach you processes,
neither have T aimed at methodical arrange-
ment or direction, furcher than so much as
appears indispensable to a right beginning,
} desire you to pursue the road pointed out
with all consistenr freedom from restraint,
adding only such restricrive and experi-
mental advice as shal] incidentaliy appear co
me advantageous to you,

If you should have a predilection for
coler, you will be most likely, in your early
stage of practice, to give it undue import-
ance, to an extent that may impede your
progress—that is, sacrifice higher qualities to
its fascination. I know no berrer safeguard o
this liability, than to remind you that a fine
engraving gives us all the greacest essentials
of a fine picture, and often a higher sugges-
tiveness than the original it represencs, and
50 often, a mere ourline, because the imagi-
nation fills in the rest, according 1o our own
ideas of truth in its completeness. Bug, for
the present L would especially direct accen-
tion te the light and dark, which make up
the effect of the engraving, being far more
complere than the oucline; in shor, it lacks
nothing buc color, which, though mighty in
irs power, is nothing more than the eloquence
of Nanure employed for the fullest enforce-
ment of her Truth-the great ideas aze ante-
cedent. Waste not your time, therefore, on
broad sketches in color; such only can be useful

to the mature arrisz, as suggestive racher than
representative. You had berrer look at all
objects more with reference to light and dark
than colot, but do not infer from this thar |
would depreciate che value of color, for it is
of inestirnable value. It is, however, a sorc of
humorseme sprite or good demon—often
wlimsical and difficult of congrol-ar rimes
exceedingly mischievous, spoiling many a
good picrure as if with mere malicious
intent~but when experience shall have
acquainted you with ivs tricks and irs virrues,
you will understand berrer che worth of irs
service. Study, then, the light and dark of
objects in connection with color, keeping in
mind, as far as pracricable, the distincrion 1
have indicated; and as | have recommended
fiest the practice of outline wich the pencil, so
I'would also enjoin che study of light and
shade with pencil, sepia, or even charcoal—
any material you can best manage for chis
end. T would not debar you, in the meantime,
the luxury of painting, but ler your time be
divided between the two. Nor will this course
be lacking in interesc and pleasure.

‘The same may be said in relation to con-
finemenr ro foreground studies, for a period,
as above advised; for in the advanced scace of
practice i which I ind myself, and at an age
when early artractions might be supposed to
lose some portian of their freshness, I feel no
abatement in cthe interest of these pursuits,
and no amount of toil and fatigue can over-
balance the benefits, either in consideration
of urifity or enjoyment.

Yours, truly,
A B DURAND,

3 DA - (Y
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LETTER IV

“You had better learn to make shoes,” said
the venerable Colonel Trumbull, one day, ro
a striphing who was consulting him in refer-
ence to his choice of painting as a profession,
“betrer learn o make shoes or dig potatoes
than to become a painter in this country.” |
fel chav this was a harsh repulse to the young
marn, and most unexpected from such an
authoriry. I was not then a painter, but
secretly hoping to become one. I felc a strong
sympathy for rhe victim, and thought he was
unkindly rreared, but I can now imagine that
there might have appeared to the mind of the
vereran artist sufficient ground for such ad-
vice, and chat it may have been an act of kind-
ness rather than severity. Ir is better to make
shoes, or dig potatees, or follow any orher
honest calling to secure a livelihood, than
seek the pursuir of Arc for the sake of gain.
For whoever presumes to embrace her with
the predominant motive of pecuniary reward,
or any mere worldly distinction, will assus-
edly find bur a bundle of reeds in his arms.
The grear law thar provides for che susce-
nance of the soul threugh the ministry of
spiritual chings, has fixed an immovable
barrier between its own pursuits and those
which supply cur physical wants. For dhis
reason, we cannor serve God and mammaon,
however specious our garb of hypocrisy; and
Twould sconer look for figs on chiscles than
for the higher avribures of Arr from one
whose ruling motive m its pursuit is money.
This is one of the principal causes operating
to the degradation of Art, perverting it to the
servitity of a mere trade; and next vo this, is
its prosricution by means of excess in color,
strong effects and skillful manipulacion,
solely for the sensuous gratification of the
eye. Through such motives the Art becomes
debased, and a picture so painted, be i

subject landscape or figure, may well be

considered but an empry decoration. But,
forrunarely for Are, such is notits true pur-
pose, and it is only through the religious
integrity of motive by which all real Artises
have ever been actuated, that it still preserves
its original purity, impressing the niind
through the visible forms of material beauty,
with a deep sense of the invisible and imma-
tertal, for which end all this world’s beauty
and significance, beyond the few require-
ments of our animal nature, seems to be
expressly given. And such is the verdict which
the best judgment of the world, in all ages,
has rendered, by awarding the highest rank
ro the artist who has kept in due subordina-
tion the more sensuous qualities with which
material beauty is invesred, thereby consti-
tuting his representation the clear exponent
of thau intention by which every earnese spiric
enjoys the assurance of our spiritual nature,
and scorns the subtlety and logic of positive
philosophy.

Every experienced artst knows thaz ivis
difficulr ro see narure truly; thac for chis end
long pracrice is necessary. We see, yet perceive
not, and it becomes necessary o caltivare our
perceprion so as to comprehend chie essence
of the object seen. The poec sees in nature
more than mere matter of fact, yec he does
not see more than is chere, nor what another
may not see when be points it our. His is only
a more petfect exercise of perception, just as
the drapery of a fine statue is seen by the
common eye, and pronounced beautiful, and
the enlightened observer also pronounces it
beautiful; bur the one ascribes ic to the
graceful folding, the other vo its expression of
the figure beneath, but neither sees more nor
less in quancity than the other, bur with
unequat degrees of completeness, in percep-
tion. Now, the highest beaury of dhis drapery

censists in the perfection of its disposition,

$0 as to besc indicate the beaudiful form i
clothes, not possessing of itsell too much
attractiveness, nor lose its value by roo
strongly defining the figure. And so should
we Jook on external Narure,

Why have the creations of Raphael con-
ferred on him the tidle of divine? Because he
saw chrough the sensuous veil, and embodied
the spiritval beanty with which natute is
animate, and in whose presence the baser
“passions shrink and wemble, and are suill” It
is @ mistake to suppose that Raphael and
other earnest minds have added anything of
their own to the perfection of their common
model. They have only depicted it as they saw
it, in its fullness and purity, looking on it with
childlike affection and religious reverence,
ever warchful that no careless or presump-
tuous rouch should mar its fair properticns.
And it is the same with regard ro inanimate or
animate creation, Childlike affection and reli-
gious reverence for the heauty that natuce pre-
sents before us, form a basis of reliance which
the conflicts of epinion can never disturb.
Learn first to perceive with truthfulness, and
then aim to embody your perceptions; take
no thought on the question of genius or of
future fame; with these you have nothing to
do. Seek nou o rival or surpass a brether
artist, and above all, ler not the love of money
overleap the love of Ast.

To appreciate Art, cultivation is neces-
sary, but its power may be felt without that,
and the feeling will educace irself into the
desired appreciation, and derive from it a
corresponding degree of pleasure, according
to the purity or depravity, the high or low
character, of the Art thar awakens it. And, as
the true and the beauriful are inseparably
connected, and the highest beaucy with the
highese truch, it follows thar the most
rruchful piccure must be the most beautiful,
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according to the narure of its subject. Where
is the portraiv-painter, having a just sense of
his responsibilities, who has not often
thrown down his brush in despair, after
many fruiciess attempts to express the soul
that beams at times through the eye of
beauty, and so with the yet more mysterious
power of lofty intellece? And there is to be
seen a corresponding soul and depth of
expression in the beaucy of landscape nature,
which dignifies the Are chat embodies it, and
improves and elevaces the mind that loves to
contemplate its pictorial image.

Bur, suppose we look on a fine landscape
simply as a thing of beauty—a source of inno-
cent enjoyment in our leisure moments—a
sensuous gratification with the least expendi-
ture of thought or effort of the incellect, how
much beteer is it than many 2 move expensive
toy for which human skill and industry are
tasked, and wealth continually Javished! How
many of our men of forture, whom nature
and circumsrance have well firced for such
enjoyment, surrender, as it were, their
birthright, for a mess of potiage, by resorting
to costly and needless luxuries, which
consume, withour satisfying-while Art
invires e her feast of beaury, where indul-
gence never cloys, and enzails no penalty of
self-reproach!

To the rich merchant and capiralist, and
to those whom even a competency has
released from the grear world-struggle, so far
as to allow a lirtle rime to rest and reflect in,
Landscape Art especially appeals—nor does it
appeal in vain. There are some among “the

innumerable caravan” chatlook to itas an

oasis in the desere, and there are more who
show signs of lively suscepuibility o s
vefveshing influence ~those wha trace their
first enjoyment of existence, in childhood
and youch, with all the associarions of their
minority, to the country, to some pleasant
landscape scenery; to such the instinct of
narure thus briefly impressed, is seldow or
never overcome. Witness the glad return of
many an exile to the place of his nativity, and
see the beautiful councry-seat suddenly rising
among the green trees that were young with
himself; and almost regarded as playmaces.
He recurns to end his days where they began,
and toves to embellish the consecrated spot
with filial renderness, strewing fjrjesh fowers
on the grave of long-deparzed years. To him
who preserves the suscepubility to chis
instinctive impulse, in spite of the discordant
clamor and conflicr of the crowded city, the
true landscape becomes a thing of more than
outwartd beauty, or piece of furniture.

fr becomes companionable, holding
silent converse wich the feelings, playful or
pensive—and, at times, touching a chord that
vibrates to the inmest recesses of the hearr,
yer with no usnhealthy excicemenr, but

soothing and strengthening vo his best facul-

ties. Suppose such an one, on his rerum
home, after the completion of his daily task
of drudgery--his dinner partaken, and
hirsself disposed of in his favorite arm-chair,
with one or more faithful landscapes before
him, and making no greater effort than o
look into the picture instead of on i, 50 as to
perceive what it represents; in proportion as

it is true and faithful, many a fais vision of
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forgotten days will animarte che canvas, and
lead him chrough the scene: pleasant remi-
niscences and gratefu] emotions will spring
up at every step, and care and anxiety will
retive Far behind him. 1 he possess aught of
imaginatve tissue, and few such natures are
withour ix, he becomes absorbed i the pic-
ture—a gentle breeze fans his forehead, and
he hears a distant rumbling; they come not
from the canvas, bur through the open
window casemenc. No matter, they fall pusi-
fied on his sensorium, and hat 15 far away in
the haunts of his boyhood—and chat soft
wind is chasing the trout stream down the
woody glen, beyond which gleams “the deep
and silent lake,” where the wild deer seeks a
faral refuge. He shifts the scene, and strerch-
ing fields and green meadows meet his eye--
in such he followed the plough and rossed
the new-mown hay; by the road-side stands
the school-house, and merry children scarrer
from its door—such was the place where he
first imbibed the knowledge that the world
was large and round, while amabition whis-
pered chat the village grounds were oo
narrow for him,—and with the last rays of the
serting sun, the picture fades away.

[ need scarcely apologize for the seeming
sentimentalism of this letcer. In this day the
seaciment of Art is so overrun by the tech-
nigue, that it can scarcely be insisted on too
strongly. In my next, I shall recur more
minutely to the means, rather than the ends,
of Arr.

Yours truly,
A B DURAND.

R L
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LETTER V

ITHAVE already advised you to aimn at direct
imiration, as far as possible, in your studies
of foreground objects. You will be most
successful in the more simple and solid
materials, such as rocks and tree crunks, and
after these, earth banks and the coarser
kinds of grass, with mingling roots and
plants, the larger leaves of which can be
expressed with even botanical cruthfulness;
and they shonld be so rendered, bur when
you atterpt masses of foliage or running
water, anything like an equal degree of imita-
tion becomes impracticable.

It should be your endeavor to attain as
minute portrairure as possible of these ob-
jects, for although it may be impossible to
produce an absolute imitation of them, the
determined effore ve do so will lead you to a
knowledge of their subtlesr rrurhs and char-
acteristics, and thus knewing choroughly
that which you paing, you are able the more
readily to give all the facts essential vo their
representation. So this excessively minute
painting is vahiable, not so much for irself as
for the knowledge and facility it leads ro.

There is then: a marked distinction berween
imitation and representation, and 1f this distine-
nion be at fwst difficult to underscand, ic will
become more and more apparent as you
advance. Although painting is an nnirative
Art, ies highest attainment is representarive,
that is, by the production of such resem-
blance as shall satisfy the mind that the
entire meaning of che scene represenced is
given. Now, if all objects in Narure could be
equally well imitated, there would be no need
of this distinction; but this is nor the case.
Take a tree, for instance: with its infinity of
leafage, you perceive at once thar divect imita-
tion is impossible; that is, such an imitation
of its foliage as you produce of its rrunk, or

of the rock benearh, for 1o that effect each

leaf mst be defined as far as seen, or at least
a great porvion of them, and with the same
preciston with which you express the scoring
of its crunk. You are chen to represent this
foliage in every essential characreristic,
without defining the forms of individual
teaves. To do this, some analysis of its struc-
ture is necessary. In the Orst place, it presencs
you with form, and mass, so far like a solid
abjecr, which it is not, and herein is your
greatest difficulty; it is open and permeable,
and in a measare transparent, so that you see
its nearer surface, and through that to its
central portions and opposite limit. If you
atkempt to posteay it by che usaal process for
rounded objecrs—its local color in the greai
mass of light and natural gradation into the
shade of its receding surface—you will enly
have the effect of 2 solid object. You must do
much more than cthis; the hue of the back-
ground on which it is relieved, must be scen
through irs apertures in some parts, in others
the retiring color and texture of ivs cencre
and opposite branches, rogether with gleams
of refllection from the enlightened portions
ofus interior (for the light strikes through ir,
as well as on jt}; then irs species must be
deterrmined by the form of its clusrers,
marking the divisions on irs surface, and
especially thelr terminations, or conrour,
which express its distinctive characrer. In
addition 1o this, you are to observe the kind
of rexrure which its leafage requires; alse,
reflections from the sky visjble on the upper
pertions of the shaded side. When you shall
have done all this, it is only representaive, yer
ir satisfies the eye as fully as an imitadon.
Sumilar difficalties occur in painting near
water. We see its surface; through rhar, the
botrom, when shallow, and at the same time
surrounding objeces and the sky above, ali

distincely imaged upon this surface; all ac-

rempt at imitatien must (all far shore, and
yet water may be as unimistakably repre-
senited as trees.

Suictly speaking, beyond a few foreground
objects, our Art is encirely representation,
and thar can be rendered savisfacrory only by
the urmost effort to produce imitation.
When you shall have acquired some profi-
ciency in foreground material, your next seep
should be the study of the influence of
atmosphere—the power which defines and
measures space—an intangible agent, visible,
yet without that material substance which
belongs to imirable objects, in face, an
absolute nothing, yet of mighry influence. 1t
is thac which above all other agencies, carries
us into the picture, instead of aowing us co
be detained in front of it; not che door-
keeper, but the grand usher and master of
ceremonies, and conducting us through al}
the vestibules, chambers and secret recesses
of the grear mansion, explaining, on the way,
the meaning and purposes of all that is
visible, and satisfying us that all is in its
proper place, This, therefore, is an important
personage, and no pains should be spared o
make his acquaintance.

Having become familiar with the light and
dark of foreground objects, and their disunct-
ness, lullness of decail, and freshness of color,
place yourselfso as to inchude a view of these
with a gradually reciring distance. You will
percesve that similar objects to those nearest
you, at a few hundred yards distang, have
undergone considerable change, and rhat
change becoming more and more apparent
with every step beyond. An examination meo
these changes affords us dhe first lesson m
atmospheric space. First direct your atren-
rion to the dark portions of the scene, the
shaded sides of objects, and the shadows cast

by them on the ground and on each other In




the first place you will find these darks have
lost somerhing in strengrh, and not only are
they weaker bur less discincely marked wich
derails, and more negative in color, as if by
the infusion of a bluish gray, scarcely per-
ceptible at first, but more obvious further on.
This invariably rakes place ac the first remove
from the foreground, and must be carefully
expressed, whether the eye discerns it or not,
for it is & principle, {I have reference to objecrs
seen in a clear day, all under the same cond:-
tions). At every remove, then, the darks
become weaker and wealker, and cheir derails
or markings within them faincer and faincer,

I call your atrention first to che darks,
because their variations are more palpable
and rthorough, (especially in color) than
those of the lights, but che latrer also under-
go marerial changes, gradually losing cheir
details, becoming softer in rexture, and
weaker, though not so essencially changed, in
color; il ar lengeh, when individual form is
1o longer distinguishable, the mingling light
and dark are resolved inro one mass of
comparatively uniforny color, as in che far
distant mountainz. The sum of all chis is
simply the natural gradation from darker to
lighter, stronger to weaker, on a principle as
fixed as the chromatic scale in music; and the
practiced eye of the artisc will derect the
siightest discord in the one, as will the sensi-
tive car in the other. This will serve as a
general guide to the effect of a clear atmos-

phere, bearing in mind thar the upper
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portions of distant mountains are stronger
and morve defined than their bases, the air
being more cransparenc in proportion o
elevation.

You will observe thar the open or per-
meable quality of trees is soon lose as you
advance in the distance, and they partake
more the appearance of solid objects, with the
exceptions of the small openings or interstices
which alone determine cheir looseness of
structure. Water, also, presents nothing but
surface, and its transparency is only observ-
able by its reflecrions, Here note especially,
thar the clearness of distant water does not
depend on the use of transparent color, but
on the distinceness of rveflections on its
sutface, and so afl broad shadows, from what-
ever causes, owe their transparency to the
precise sufficiency of their details, that is the
righr degree of distincmess with which objects
within them ave defined. We [requently see in
pictures broad masses of mansparent color
applied to represent shadows, yet utterly void
of clearness, in consequence of mere blank-
ness, no objeces being seen, or at least dis-
tineely seery, within them,

To conclude these brief hints—armos-
phere is, as you know, a veil or medium ineer-
posed between the eye and all visible objects—
its final influence is to obscure and ro
equalize. Tt is felt in the foreground, seen
beyond that, and palpable in the distance. Ir
spreads over all objecrs the color which it

receives from the sky in sunlight or cloud-

Hight; and the only rule I can furnish you for
the expression of its hue, is, that it parcakes
more and more the color of the sky. Thus far
the expression of armospheric space, accord-
ing to the distance of objects from the fore-
ground, is compararively easy; bur when
considered under the influence of a variable
sky, cloud shadows, and drifting vapor, it
becomes more complex, and all che subrleties
of light with color subject ro rthe media
through which it passes, and che intricacy of
reflections from accidental causes, will
engage your attention, and call in requisition
all your powers of observation.

The degrees of clearness and densicy,
scarcely two successive days the same—logal
conditiens of remperature—dryness and
moisture—and many other causes, render
anything Like specific direction impracticable,
I can do little more than urge on you the
censtant study of its magic power, daily and
hourly, in all irs changes, at rimes shortening,
avothers lengthening, the space before you,
now permitting to be defined, in all i
ruggedness, the precipice on rhe mounrain
side and now transforming it to a faivy palace,
and the selid mountain itself 1o a £lm of opal.

I'must allude ro this subjecs furcher in
other connections—its imporrance being
too great co be passed by with a single

consideration.

Yours, truly,
A.B. DURAND.

B ]
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LETTER VI

IN my last 1 threw cut some hints on armos-
pheric gradation. It was there staved, as a
principle, thar this gradarion was most
apparent and invariable in the darks or
shaded portions of the landscape, under a
clear sky, such porrions parraking more and
more the color of the sky as they recede. The
natural cause for this eflect is the same as
thar which produces the blue of the sky—the
intervention of the grear body of atmosphere
between the earth, and the utter darkness of
surrounding space. A huminous, rransparens
white, spread over black, becomes blue in
proporrion o irs purity; and, as the atmo-
sphere is less pure near the earth, so the sky is
less blue ar the horizon, thence gradually
increasing to the zenith. The blueness of the
distant mountain and the intermediarte
gradtation, are subject to this law.

It was also stated, in my Jast letter, that
this regular gradarien was interrupted, and
the effect of atmosphere complicated, by the
incervenrion of clouds and other vapors; bur,
previous o an examination of such phenom-
ena, let us rake into consideration the influ-
ence of sunlight.

Sunshine is the joyous expression of
Nature, the lovely smile that Xghes up all her
beauty, so changing and adorning all iv rests
upon, as to seem itself creatve. Minghing
with the fitful humors of the atmosphere, it
develops the Full power of color, and evolves
the interminable variety of light and shade
which constitutes the magic of chiaroscuro—
that controlling element of effect which theo-
rists have in vain endeavored to portion and
systemize. Who does nor feel that existence is
a blessing and the world beautiful, when,
after tedious days of sullen cloud and storm,
and worse monotonous drizzie, suddenly the
sun breaks forth in noon-day splendor? So

aladdening s hus presence, that we Forger at

once the long gloom of lus absence. And whe,
so well as the landscape arvist, can appreciate
such a change? And, having so often enjoyed
its blessing, he would be most ungrareful and
unworthy not to bear witness by his works to
s surpassing loveliness. I have more respect
for the devout heathen who worships the sun
as the visible Divinity, than for the artist
whose pictures betray insensibility to the
charm of sunlight.

Teis first declared by light and shade, but
irs full expression depends on color. Simple
light may be represented withour coler, but
sunshine never, Preparatory, therefore, ro the
few hines 1 shall give vowards the representa-
tion of suniight, T will call your accention to
the general classification of the colors inro the
three divisions of warm, cold, and neutral.
Reds and yellows Form the basis of all warm
coler, and blue that of the cold—an equal
adimixcare of the three forms the neurral. This
division will serve cur present purpose. And
we learn from 1t that che color of sunlight is
either red or yellow, or compounded of both,
being warm, and thar its absence or shade
must present a predominance of blue, expres-
sive of its coldness. And, however, litde of posi-
tiveness miay appear in these elements, eicher
in the light or shade, there will always exist the
marked distinction of warmrh and coolness
when compared. This 15 an invariable prin-

ciple, or, if there be any exceprions, it is rrace-

able ro adventitious causes, such as those of

strong reflections, which will be considered as
we proceed.

All warim colors are enhanced or become
more positive in sunlight, and all cold color
loses something of irs idennigy by che info-
sion of warmith; in other words, it has affinicy
for the warm, and anvipathy for cold; it is,
therefore, important to keep in view the
quality of the color on which it falls,

The best time to observe the ordinary
effece of sunshine on che fandscape, is o
watch the gradual clearing up of a cloudy
day, when irs presence is firsr announced by
occasional parches of light. The firsc sensa-
vion conveyed is, of course, thar of light—the
next, that of color; the entire mass of such
light being warm compared with the
surrounding shade. Study che effect, s, in
the middie distance, when a cloudy sky juse
begins to open and lets its first burse of
sunlight in. You will find thar around rhe
light the shadow appears cooler, owing to
the suddenness of contrast; but, as the open-
ings overhead widen, the cold lighc from the
clear blue sky is reflected into the shadow,
and the entire mass of it becomes colder
even to a greater degree chan the unpracticed
eye readily adimits. So, if you should paint
the scene with the utmost truth during a
cloudy day, and afterwards inzroduce these
parches of sunlight, the picture would be
entirely false.

Your shadews would ner only be oo
warm and positive in local color, bur all
forms widlin them too defined, inasmuch as
sunlight always obscures the decails of the
acjomning shadows according to thetr magni-
tude—those of the broader masses remaining
most distinet. The amount of warm color in
sunshine is regulaced by the hour of the day,
and condition of the atmosphere, ordinarily
the least at noon. Generally it contains more
of yeltow than red, but at times assuming
every grade of golden orange and crimson, $o
thaz all artempts at any specific prescription
must ever remain inadequate, whether
artistic or scientific, and only useful so faras
to direct the student, or even force him o
enzire reliance on his own powers of observa-
tion “under the open sky.” For which end, ]

have assumed the rask of advising you.

-
S
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You will furcher observe, that all shadows
cast from objects in direct sunlight have
cheir edges sharply defined and strongest ac
their starting point {when no reflection is
present). This 1s che firse distinguishing
difference berween sunshine and ordinary
daylight, under a cloudy sky. Any softening
or blending of such shadow with the light
must impair, if not destroy, its reatity. Be
careful to note the direcrion, length and
breadrh of shadows, according to the rules
of perspective, and their adaprarion to the
surface on which they rest. And char all
broad masses from clouds or other large
bodies, are weaker than those of smaller
dimensions, embracing, as they do, a greater
ameoune of reflections from che sky and
surrounding objects.

1 have referred you to middle grounds
and distance the berrer to discern the influ-
ence of sunlight, in reference to the color of
shadows; but the same principles operate in
foreground, though less paipable m this
particular. You have here the conurases of
light and dark, warmth and coclness of color,
the same sharpness of edges® and reflections
[rom the sky, less influenced by the atmos-
phere, bur suill perceptible, and a propor-
tionate indistinemess of deral, regulared by
the magnitude of the shadow. In addicion ro
rhese you find another agency employed of
great value, that is, the force of strong veflec-
rions from contiguous objects ar times mate-
rially affecting the quality of the color of the
shadow, Whenever the sun’s rays strike an
ofject wichin the margin of a shadow, accord-
ing as chac object is elevated above the plane
of the shadow, it will reflect those rays modi-
fied by its own colar and peculiar surface,
into the ground of the shadow, often giving
positive warmeh ro its coolness, thus
becoming rhe exception above menrioned to
the principle T have laid down; so that when
such shadow is very circumscribed, ic becomes
warm throughout, and even hot where the

reflecting cause Is very warm and glowing in

color, The same acrion takes place ro a

Himited extent, in more distant localities,

thougli less conspicuous, as in the ravine of

the middle ground, with its sunny and
shaded sides, and the steep slopes of morve
distant elevations. In rthe midst of sunlight
and {ts shadows, look out then for the sly
agents of reflection, for ever meddling with
the spores of sunshine, whether among the

pebbles by the brook-side, or the precipices of

the mountain.

We are not liable to over-estimate the
value of sunshine to the landscape. By ic all
beaury is rendered more beautiful, and the
ungainly made arrractive. Color, as we have
see, is dependent on it for its highest devel-
opment, and chiaroscuro for its greatest
charm. But, independenc of its pictorial effi-
cacy, it imparrs a cheerful sentiment to the
picrure thar all observers feel and enjoy; even
the fearful darkness of storm and tempesr is
palliated and becomes agreeable, if but 2
gleam of sunshine enbven some corner of the
scene; and, as iv glides through the woven
arches of the solemn forest, touching here
and there some mossy rrunk and pendant
bough, and chequering the rich mould
beneath with variegated gems, it cheers the
silent gloom, and surprises us wich the
sudden presence of unlooked-for beauty.

The common prejudice against green
landscapes seems to me to avise from the
neglect of studying the effect of sunlight in
varying the green, and as this is a prejudice as
general among artists as injurious to our true
perception of nature, [ will give some space to
the consideration of this part of our subject.

In consequence of the prevalence of green
in our summer landscape, the presence of
sunlight becomes indispensable as the best
means to counteract monotony. For Nature,
mdeed, abhors monotony as she dees a
vacuum, and perhaps it is to this feature
above all others that we may ascribe the
unpleasantness of a dull, cloudy day. I am

inclined to believe that sleep would ensue

from the contemplation of a surrounding
mass of unvaried color, as seon as from the
most somnorific monotony of sound or
metion. In form, light and dark, and espe-
cially in color it is repuisive, and only admis-
sible i the picture when necessary to the
expression of a parricular sentiment. But
Nature, in this, as in all other cases, provides
for the emergency. She is not only, generally,
sparing in the employment of all strong posi-
tive coler, but never permits a farge unvaried
mass of any single color. The local green of
foliage, grass and planrs, varies perperually
according to species and localivy--tints of
every shade, with mosses and lichens, diver-
sify the surface of rocks—mineral and veg-
etable dyes motde the bare earth, while water,
in its eransparency, mobility and mimic re-
flections, appropriating to itself che diversiry
of all; where, then, shall we look for monot-
ony? Surely not in the sky, whose vaule of
graduaced blue is for ever changing, and in
whose realm of clouds not even irs semblance
is permiteed to enver.

Iam [ree to confess, thar my perception
of Nature’s beauty is not sufficiently sensitive
to be wounded by the sunny green of
summer—I cannot persuade myself thaz icis
nor beautiful, being, as it is, the firsr wirness
of organic life in the creation, the universal
sign of unimpeded and healchy action; and,
above all, rhe chosen color of creative Love
for the eartly’s chief decoravion. But can well
undlerstand why it has been denounced by
the Arrist—it is the difficuley of its rruthful
representation-for it appears to me that no
other color is attended with equal embarrass-
ments. I am persuaded, therefore, that the
prejudice against green picnures, or rather the
supposed impracricability of all effors o
render them pleasing, arises more from
failure to represent their greenness truly,
than from any inherent objection. Who will
assert that the fresh green of summer is not
beauciful? ever grateful o the sight, and

soothing to the mind—rthe poer delights ro
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revel in it, and the dusty eyes of the tired
citizen regards it as 2 Godsend whenever
permitted to enjoy it! Then why should the
picture which represencs it, be looked on
as offensive? Alas, for the convenrionalisms
of Art!

If you paint a vast forest or extensive
plains wich one unvaried shade of green, it
will indeed be repulsive, for Nature never
does thar: if you add to this the nacural diver-
sity of form and texture, with even rruth of
sunlight, you will still fall short of the mark;
for, besides this, Nature has so varied her
greens with an infinity of different shades,
almost every tree even of the same kind
differing from each other, thar strictly
speaking there is no monotony in her forests,
and the same variety exists in the surface of
her green fields—in the hues of che varicus
grasses, and the tnting of numerous fowers.

But, notwithstanding this variety, large
masses of green forests or extensive plains
may be thought objectionable, from the
requirement of a preponderance of green in
your picture, thereby tending to dullness, bur
tet the golden sunshine fall on given por-
tions, and the sea of emerald will at once
become redolent with life and beaury, and in
proportion to the true expression of the
light, especially in relation to the variety of
local tincs within ir, and accompanied by a
suirable use of cloud-shadows, all objection-
able monotony and undue preponderance of
positive green, will ar once disappear—still
more will this be the resule when occurring
under the condition of a soft atmosphere,
neutralizing more sensibly the greenness of
the receding parc.

The chief difficulity in the management
of green1s found in the painting of tees, and

on this point { desire to make a few more

remarks. We find no green thing in Nature of
suficient magnitude ro be conspicuous thar
has not inequality of surface, or that is not so
fashioned as to prevent anything like an
equal distribution of light at the same time
over its entire surface. The leaves of all large
plants are waving or undulating, or mulsi-
form in strucrure. And the tree, the largesr
and most abundanz of all objects that bear
the color, is most varied by irregularities of all
shapes and dimensions; loosely composed in
all ivs parts, and rexcured in every degree of
depression and projection, the entire surface
is a labyrinth of inequalities, so thar it would
appear a special provision of Nature ro guard
against the remotest liability to sameness or
monotony of color on its surface, either
singly observed, or when grouped in the
mighey forest.

For chis inequality and looseness of
surface, with its wregularly rounded Fform,
precludes the pessibility of exposure to the
same angle, and more especially to the recep-
tion of an equal quanticy of light at che same
time, on any considerable portion, and every
variation in this yespect presents a difference
of color or varying shade of its green; so thar
on close examination you will find chat the
green proper, or actual color of the (ree, is
confined to the ceniral portion of the light
side where the sunshine falls, and all the yest
18 more or less negarived, the shaded side, as
a mass, scarcely green at all. This results from
the looseness of scructure, for it would be
much more green were it a solid object, be-
cause the sun’s rays penetrace its substance,
and some portions of them pass to the oppo-
site extremity, as [ have previously reminded
you. This neurrality of the shade is explained
by the law which governs che color of lightin

its passage through semi-transparent bodies,

becoming warmer and warmer, at first moye
orange, and as the medium becomes denser,
finally red; for example, if you look ac a leafin
sunlight you will find the upper, or side on
which the lighc falls, a cool green, while the
under side will be a warm green inclining ro
orange. This wansmitced Light, falling in ics
turn as direct light on scill other leaves; is sill
further warmed by the same mfluence, and
thus partially neutralizes the acraal color of
the foliage by mingling its opposing calor
with it.** Thus the shadows of a tree are
mote nearly neuttal than those of a solid
substance of che same color, and if repre-
sented as green will be at once false and
consequently offensive.

Yours truly,
A B.DURAND,

* Sharpness of the edges, or terminations of
all foreground shadows, is, of course, depen-
dent on the solidity or openness of the
extremities of cthe object casting i, And all
cloud shadows approaching the foreground,
have soft terminartions, so far differing from
those of the distance; so the edges will be soft
and rhe mass weak, in proportion to the
remoteness of the object which cast it from
the ground on which it falls, as thase of hills
or mouncains, when such shadows cross the

neay middle ground

** You may illustrate this further by letting 2
single ray of light into a close apartment, and
then holding a thin sheer of some semi-
transparent substance over the aperture. The
light will receive a warm ringe, increasing in
warmth with each layer of the substance
added, untl it finally becomes a deep red -
See Goethe on Color,
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LETTER VII

DEAR SIR:-~We have seen that of the
three primary colors, two are warm and one
cold. Whatever connection may be traced
berween this fact and the attractiveness of
their respective qualities, it appears that the
general predilection is in favor of the warnt in
a direct ratio, and justy so, yet I am per-
suaded rhat the prevailing fondness for
warm color 15 often indulged to & morbid
degree, and the artist roo often disposed to
graify it at the expense of truch.

This is especially the case in pictures
representing summet (Gxcepe in sunsets), the
prevailing hue at that season being cool, and
there is wisdom in the provision—the sensa-
rion of coolness conveyed through the eye
seems to allay che fervor of the feeling, and
render the hear more endurable, so thatic
wauld appear a sacrilege o pollute its fresh-
ness by an undue proportion of warm color.

I hope that what has already been said in
relation ro the effect of sunshine and atmo-
sphere, in connection with greenness of
colot, is sufficient to show that these are
effecrual means for avoiding ail unpleasant
coldness, as well as monotony, without sacri-
ficing the sentiment that belongs to, and 15
inseparable [tom, the freshness of summer
verdure. Green, it is true, is 2 cool color, but
in sunshine it becomes warm green, by a
marked addition of yellow. I this be stil} cool
in comparison with other warm colors, it is
not cold nor chilly, but of an agreeable
ceraperature, between the two excremes. I
have said thar light develops color, so the
weaker the light che less apparent the celor;
at the same rime the brightest light is most
destructive of all color, as seen in its climax
on rounded or curvilinear surfaces—-on
glassy or shining objects becoming white.
The rrue color, then, is in the medium or

great mass of light, and the just negation of

this high light or climax, and the gradual
rransition of the grear mass into the shadow,
conduce more than all else to the prevention
of what is understood by the term paintiness.

Truch of color and general harmony,
wherher of warmth or coolness, will satisfy
every eye; il the picture fail in these it 15 false
somewhere, and if the artist devores himsell’
with overweening fondness to a preconceived
notion of any particular geality of color,
withous a primary vegard to rruth in its adap-
tarion o his subject, he can scarcely fail to
preduce an incongruity, and fix the atcention
of the observer on the nice mixrure of
pigments rather than on the sendiment of his
work. Nothing is more common among
pretencious crirics, as well as artists, than
commendations of this and that picture for
cercain fine gualities of color,; it is a favorite
theme with the conventionalist, and when
rhese peculiar qualities evince extraordinary
skill, all orher considerations are thrown
aside, and the painter becomes distinguished
for that alone. Thus many a young artist is
sadly misled to seek for something that he
does not see nor feel, and blindly fail inte
servile imitation of some prominent leader in
che display of these much lauded qualities.

Among the most actractive of these pe-
culiarities, perhaps, some of the various
shades of grey will be found most prominent.
This is likely to be the case from its real
importance and value as found in Nature. In
some degree grey is almost always present; at
times so delicarely seen as scarcely to be
perceptible, at others move visible, yet liable
to be overlooked unless sought for, and at all
times so quiet and unobtrusive, it seems Lo
admonish the artist tharif he would secure
the benefic of its presence, he must never give
ir undue prominence--it is rhe summer

breeze thar chasrens the heat of all warm

colers, and tempers the cold ones into an
harmonious unicn wich them; ic1s accord-
ingly a department of specific color that well
deserves our attention.

Simple grey is perfeccly neucral; it be-
comes warm ot cool as it inclines to eicher of
those departments. But we will, for present
convenience, divide it into two others, viz.
local and circumstantial. Ivis local when i
constitutes the actual color of objects, as in
racks and trunks of trees, and circumstantial
when produced by atmosphere and light, as
in the shadows of receding objects. It is
indeed the principal ingredient in atmo-
spheric tone. The grear difficulty in ics
management (being the most subtie of all
rints), is fele in this and other cases of its
cireumstantial application, as wall appear.

Its great value, and the principal test of
its admirable quality, consists, firsg, in igs
adaptation, that is, to modify the Jocal color
of objects according ro distance, without
supplanting it; or, in other words, to repre-
sent Iocal color under the influence of atmao-
sphere; and it insinuates itself thus among all
other colors, niot only in the broad expanse of
distance, but throughout every successive
plane up  the foreground of the picture, mn
foliage, earth and water, being the basis of
chat beawriful neutrality which conceals or
discloses the positive character of ali colors,
wirhout impairing their beauty.

Its judicious management, cherefore,
maore than all else, perhaps, distinguishes
the fine landscape colorist, being neither
more nor less than surice conformiry ro the
process, by which Nature reveals and sets off
to the greatest advanrage her more positive
and attractive brilliancy. Not thag the tone
of his picture is fele ro be grey—on the
contrary, he so conceals 15 specific quality,

that we only receive the impression of local
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or natural color. For instance, when the foress
texcure of the mounizin is caused ro main-
tain its native verdure, in spite of the grey
veil with which distance has enveloped it, we
feel it ro be green, but do not see it so, and
the same with other objeces and colors in
like cireumstances.

When any palpable form of grey pervades
the picture, by usurping the rights of other
colars, and staring ar you as positive personal
grey, instead of being confined to its natural
localicies or circumstantial functions, its
assumption renders it nor only objectionable,
but next to worthless.

1 have particularized the grey tine, as
being, from its frequent abuse, one of the by-
pachs that may embartass your progress; but
I would equally caution you against the
allurements of any other peculiar techni-
caliry, which may diverr your attention from
the general aim and meaning of the picrure.

Al the best arcisrs have shown that the
greatest achievement in the producing of fine
coler, is the concealment of pigments, and
not the parade of there; and we may say the
same of execution. The less apparent the
means and manner of the artist, the more
directly will his work appeal to the under-
standing and the feelings. 1 shall never forger
the reply of Allston to some friends who were
praising a very young student in Art, for grear
cleverness, especially in the freedom of his
execution. “Ah,” said he, “that is what we are
trying all our lives ro get rid of” Wirh that he
opened a closee, and brought outa study of a
head that he had painced from life, when a
young man, at one sitting, and placed it
beside a finished work on his easel, at which
we had been looking: “There,” said he, “that
is freely painted.” No other comment was
required; in the one, paint and the brush
arrracted attention, in the other, neither was
visible, nothing bur the glow of light and
color which told ies truth to Nacure--and
thus ic is with the works of all the greatesr
colorists. Their skill is perceived in the

cencealment of the means by which the
desired effect is atcained consequently their
productions defy the utmost sagacity of the
crivical examiner to detect any specific mix-
rare or compound by which their chavacrer-
1stic excellence has been acrained. It is neither
warmth nor coclness that elicics admiration;
force nor delicacy; high key nor low key; but
always harmony and entire subordination of
means. Now, we are not to suppose that this
subordination has been especially aimed at
by the artist, but thar it is the consequence of
the process by which higher aims have been
reached.

Execution is simply the mode of applying
jpaint to the canvas. It is praiseworthy when it
gives assurance of correctness in drawing,
and of the knowledge and fecling that have
guided the hand. By far too mucl: impot-
tance is often acrached to it, and the young
artist is apt to regard it as one of the first
objecrs of his pursuit, instead of the natural
consequence of his pracrice. Your execution
will be good in proportion to your knowl-
edge and skill in drawing; when it becomes
conspicuous as a principal feature of the
picture, it is presumptive evidence, at least, of
deficiency in some higher qualities. So, your
coloring will more likely be good, or even
excellent, when it does not arrese the aceen-
tion by any strong peculiarity, and thus
divert the eye and mund from the superior
considerations of design, compaosition and
characrer,

! have maintained througheur these lee-
ters, the distinction berween the mere pleasing
picture and thar of the true representation of
Nature. And § am aware thar there is, and
abways has been, a cereain class of critics and
commenzarors on Art, who deny che facr, or
contend that something more is required o
constitute high Arc. Whar that something is,
remaing unsercled: bur so far as 1 have had
occasion o examine the celebrared works in
which such crivies have supposed this some-
ching to exist, I have never been able to

discern its presence, uniess the studied artjf-
ciality or imbecile UEmPrs 1o supply imagi-
nary deficiencies in the pictoria imagery of
Nature be so construed. If such be the oy
at issue, we have yet to discover g single
instance wherein Art kas gained anything by
the subrerfuge, or the arrist nor Josc by his
egotism and vain glory. All that has miade
Claude pre-eminent, is rrothfulness of repre-
sentation in his light and atmosphere, and
moving waters—if other portions of his
works were equally true, he would be seil]
greater. And why have the nobler composi-
tions of Gaspar Poussin only given hiny an
inferior rank, buv because they lack in corre-
sponding rrurhfuiness. I might inscance
hundreds of others, ancient and modern,
who owe their repuration to the degree of
representative and imitacive cruth which
distinguishes their works. Closing the list
with the name of Turner, who has gathered
from the previously unexplored sky alone,
transcripts of Nature, whose mingled beauty
of form and chiaroscure have immortatized
him, for the sole reason that he has cherein
approached nearer to the representation of
the infinity of Nature than all that have gone
before him.

I do not say thar simple nacuralness ne-
cessarily makes a picture grear, bur thar
none can he great without it; for Nature
hersell is unequal, in the eye of Art. It is the
provinge of Art, then, and ail che license that
the artist can claim or desive, is to choose the
time and place where she displays her chief’
perfections, whether of beauty or majesty,
repese or action. Let her sictings be thus
controlled, and the arrisr will have no occa-
sion to idealize the portrair, no need to
shape her feacares on his classic model--or
eke cur an expression thac he does nor see--
no need to modify the lighr and shade that
develop the fullness of her graceful form and
match-less color; and every accessory [rom
the vast folding of her cloud-curtain ro the

embroidered foorsrool beneach, will be Fur-
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mished of such cast and fitness, as to require
1o change at his hands. There is not a tint of
color, nor phase of light and dask, force or
delicacy, gradation or contrast, or any charm
thar the most inventive inagination ever
emyployed or conceived worthy to be regarded
as beausifu} or for any other quality, fitung o
the aim of Areg, that is not to be seen in
Nature, mote beautiful and more fitting
than Art has ever realized or ever can; and
there is no acknowledged excellence in any
picture extant, which justly commarnds our
admiration, which has not been transcribed,
more or less faithfully, from her glorious
volume.

Then, why should we resort to pictures,
or the scudy of Art, independent of, or em-
bracing any other mode than tha which has
direct reference to the original source whence
Art has sprung? For no other purpose surely
than te aid, perchance, the growth of our
perceptions, and advance our knowledge of
the province and capacity of Art. In rhis
respect much may be gained co the saving of
sime and labor, bug it has irs evils and irs
dangers—if indiscriminarely relied on, i may
do move harm than good.

If che absence of naturalness, or what we
rerm rruth, could be compensated for by any
other artistic excellence, even char of the

most brilliant imaginative power, we might
commend the student to the study of
pictures, instead of Nanure, to a greater
exrent even than is now in vogue, for he will
find in the works of grear masters all that
could be desired of executive and con-
structive merit, and occasionally, perhaps,
examples of as great a degree of represent-
ative and imicacive truth as Are can ever
arrain, and wirh adequate perception and
enlightened judgment ro discern and appre-
ciate these qualities, he may, indeed, profic
by the stady; bur without experimental
knowledge of, and overruling reliance on,
the great principles which he perceives and
feels as existing in Mature, and keeping them
constangly present in his mind, such study
will be of little avail, and may be derrimental.
For it is the manner or style of the picture,
unforeunately, which first engages the atten-
tion of the inexperienced student; and, as
every true arcist has his ewn manner, ¢,
cerrain peculiarities of execution, &c., the
result of his organization, a picture is not
available as a subject for study, with: the view
vo the formation of your siyle, or for any
other practical benefit. It is not the manner
thar you are ro study, but to confine your
examinarion of piciures to the discovery of

rhe less obvious means employed, and che
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capacity of the materials of Art toward the
representation of Nature, especially 1 all
chat indicates the rreazment or disposition
of the respective parts, so as to give the
greafest prominence to the mast essenrial
characreristics,

Picrares abound which display the
complete mastery of all the rechnicalities of
Art, fascinating by the most dextrous execu-
tion and brilliancy of color, yet false to
Macure and destitute of all that awakens
thought or interests the feelings; yet they
attract the eye, savisfy the superficial observer,
and deceive the unguarded Ars student, espe-
cially when sustained by the loud commen-
dations of the spurious critic, who, rejecting
che standard of Narure, erects in its place his
unmeaning ideal, and fancies he finds it veal-
ized in every skiliful novelty which arristic
egotism displays. This is a condition inci-
dental o, and inseparable from, the very
Nature of Art, and only removable by the
force of that discriminating perceprion
which the study of Nature alene can impart.

Yours, truly,
AL B DURAND.

Stered according to Act of Congress.
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LeTTER VIII

DEAR SIR--A Landscape with Rgures,
ntroduced merely for pictorial effect, with-
out enhancing the meaning, may render the
picture more beautiful and more arvisric,
and yer amount to little more than a sort
of human cattle piece; and whenever the
human figure becomes paramount, and gives
to the picture a significance independent of,
and superseding the sentiment of the land-
scape, it is no longer legitimarte landscape,
and falls under some of the deparcments of
figure subjects. But when the human form
exerts an influence in unison with the senti-
ment of inanimare nanure, increasing its
significance without supplanting ir, the
representative character of the landscape is
not affecred; and whatever imaginative force
may accach to the figure itself, the value of
representative truch is not lessened. When |
asserted, then, in my lasc letter, thar the grear
landscape is always representative of nature,
and that it owes its greatness primarily to
this fact, it was on the ground previcusly
assumed, that the true provinee of Landscape
Artis the representarion of the work of God
in the visible creation, independent of man,
or not dependent on human acrion, further
than as an accessory or an avxiliary. From
this point of view ler us briefly examine the
conventional distinctions of Idealism and
Realism, together with the action of the
imaginacion in connection wich them, and
which secems to have given rise to these
distinctions.

What then is Idealism? According to the
interpretation commonly received, that
pictare is ideal whose component parrs are
representative of the uomost perfection of
Nature, whether with respect to beaury or
other considerations of fitness in the objecrs
represented, according te their respecrive

kinds, and also the most perfect arrangemenr

or composition of these parts so as o form
an equatly perfect whole. The extreme of this
ideal asservs thar this required perfection is
not to be found or rarely found in single
examples of natural objects, nor in any
exisuing combination of them, In order to
compose the 1deal picture, then, che arvist
must know whar constituces the perfection
of every object employed, according to its
kind, and its circumstances, so as to be able
to gather from individuals the collective idea.
This view of Idealism does not propose any
deviation from the truth, but on the con-
rary, demands the most rigid adherence to
the law of its highest development.

Realism, therefore, if any way distin-
guishable from Idealism, must consist in the
acceptance of ordinary forms and com-
binations as found. If scrictly confined to
this, ivis, indeed, an inferior grade of Art; bu
as no one contends rhat the representation
of ordinary or common-place nature is an
uitimatwin in Art, the cerm Realism signifies
Hrtle else than a disciplinary stage of Tdealism,
according to the interpretation given, and is
misapplied when used in epposition to it, for
the ideal is, in fact, nothing more than the
perfection of the real.

Every step of progress towards truchful
representarion of Nature will be so much
gained of the knowledge indispensable to the
attainment of the ideal, for all the generic
elements of nacural objects, by which one
kind is distinguished from another, are the
same in the imperfect as in the perfecr spec-
imen. The difference lies m the disposition of
thern; so when you shall have learned all that
characterizes the oak as oak, you will be
prepased te apply those characteristics
according ro rthe requirements of ideal
beauty, to the production of the ideal oak.
And this process continued through all

forms and combinations, defines the creagive
power of Are, not in producing new things
for its special purpose, butin supplying from
Nature’s general fullness, al! parcicular defi-
ciencies in wharsoever things she has
farnished for its use. Thus far the meaning of
idealism is limited to the perfection of beau Ly
with generic character and fitness in combi-
nations, But the ideal of Landscape Arc does
not end here; it embraces, and with even
higher meaning, the application of these
perfections ro the expression of a particular
sentiment in the subject of the picture,~
whether it be the represencazion of the repose
and serenity of Nature in quiet and familiar
scenes, or of her sterner imajesty in the unerod-
den wilderness, as well as of her passional
action in the whirlwind and storm-—each has
its own distinctive ideality. In this direction
we come to the action of the imaginative
faculry, which perfecrs the high Ideal.

In so far as we have arrived at any under-
standing of the term ldealism and Realism,
there does not appear any definite line of
distinction bezween them, or at best, these
terms are inexpressive, if intended o describe
separate departments of Art power; nor can |
discern wherein the imaginative faculty exer-
cises an influence independent of the perfect
ideal of representative cruch, bur only
extending its meaning ro the utmost fimit,
spiritvalizing, as it were, the images of inani-
mate objects, and appealing through them to
the mmost susceptibility of che mind and
heart, ths becoming the highest attribute of
the great Artist in developing the true ideal.
Hence s legitimarte aceion is not seen as
creating an imaginary world, as some sup-
pose; but in revealing rhe deep meaning of
the real creation around and wichin us.

The imagination, like every other ele-

ment of genius, can only be comprehended
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in its visible impress on whatsoeves things
it rouches, always idencical, but with com-
paraiive degrees of power, at times dimly
shadowed, ar others glowing wich impas-
sioned feeling. The faint biush of morning
light that calls up the sleeping mists of the
valley, may declare its presence as surely as
the jurid fash that
“sets on fire
The heavens with falling thunderbolis.”

Tt is noT my purpose, however, to discuss
the nature of the imaginative faculty, nor the
subtle abstractions of idealism. It is sufficient
ifwe have arrived safely at the conclusion,
that all the elements with which the imagina-
rion deals, and on which idealism is based,
exist visibly in Nature, and ave, therefore, not
separate creations of Art, my chief object
being ro guard against the false notion that
High Landscape Art disregards all restric-
tions imposed by the law of cruthful repre-
sentacicn of nature.

One important inference, at least, is de-
rived from what has been said—thatis, ifa
student who is capable of perceiving and
appreciating the beautiful, seldom finds in
any given subject selected for study thar
compleceriess of individual parts ot general
arrangement which gives entire satisfaction,
and rakes on himself the responsibilicy of
changing or omitcing ebjectionable features,
with the view o idealize without refevence to
the principle of ideal beauty, which preserves
all characteristic forms invielate, the chance
is, that what is gained in grace will not com-
pensate for the loss of the vigorous expres-
sion which it displaces, and that it is better to
accept the model as nature has disposed i,
withour thought of change, until such time
as increase of knowledge and mature judg-
ment shall enable him to supply deficiencies
without loss of character: for example, to
prune the rree, if required, or add an addi-
tional branch, as by natural groweh, instead
of engrafting on it for the sake of beauty in

form, offshoots thae falsily its particular
species.

And furcher: with motives similar to
those which induce the student premarurely
to attempr improvements in the model
before him, he is often mistakenly impeiled
to make long journeys in search of the pic-
ruresque, in order to gain attention and win
applause, when, by the common roadside,
and on the banks of familiar screams near
home, provident Narure has furnished ele-
ments of ideal beauty easily approached, and
more than sufficient for the wants of all che
incipient stages of study, and when {aithfully
cranscribed, more essentially beautifid, and
more certain to win admiration from those
whose approbation is desirable, than any
aborrive display of the grand and striking
features of Mature can ever produce. Ex-
rensive scenes —of wild ar other impressive
character, as well as rave and extraordinary
effects, are not subjects for the young artisg,
and why should Le seek chem when the
simple and familiar passages above indicated,
like the domestic virtues—not only estimable
for their intrinsic loveliness but also for the
total absence of ostentation—and being
appreciable by all, will be more certain of just
and ample reward.

Much has been said by writers on Art a5
well as artists, in disparagement of what they
call servile imitation of Matuse, as unworthy of
genius and degrading 1o Art, cramping
invention, and festering the imagination, in
shors, productive only of mere matter-of-fact
works, What is meant by servile imitation, so
called, is difficule to understand. If its
meaning is limited ro that view of realism
which accepts commonplace forms and
appeatances, without searching for the ideal
of natural beauty, the objections are valid;
but if it comprehends the faithful representa-
tion of all that js most beauriful and best
Greed for che entire purposes of Arg, really
existing and accessible, and ever waiting to be

gachered up by carnest love und untiring
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Jabor, then s it an utter faflacy, born of indo-
lence and conceic. With the faculty to per-
ceive and select from the infinite beavey and
significance of Nature broadecast throughout
her wide domain, surely no artist can reason-
ably complain for lack of unbounded liberty.
Let him take the pains ro store his memory
with the unlimited material chus furnished,
and the inventive and imaginative facuiries
will have enough to do in developing every
conceivabie resulg, and in ample measure for
the supply of the most insatiace desires of Art.

It appears to me sheer folly to tatk about
so0 close imitation of Nature, in any object or
appearance eligible and waorrthy [or the
highest or hurnblest purposes of Art, or of
teo servile reliance on the continuous prac-
tical study of them. Nor can we dispense with
such study, unless something more worthy
can be found to supptly its place, and render
the study unnecessary. This the free-thinking
Art-advocate does not precend go furnish, but
merely demands permission ro deviate at
pleasure from, or not te be ded down to,
liceral transcripts. If such transcripts were
practicable, which is not the case, the inju-
rious effect of the alleged servilicy is after all
dependent on the capacity of the student, For
whete the faculties exist to make a right use of
all study of MNacure, there can be no possible
danger, no restriction o the [reest exercise; on
che other hand, where they do notexist, the
fercer, if any be found, will be well applied,
and forcunate for Art, ifapplied to arrest the
muldiplication of inane compositions and un-
meaning details which make up the great
majority of landscape picrures everywhere
abounding. The supposed evil, chen, of thus
servile imitation, is a mere bugbear, and so far
as ir concerns the unimaginative arest, such a
course is his surest safeguard against the repe-
ririon and sameness, of whatsoever descrip-
rion, to which he is constantly exposed.

Who has ever seen the glowing sun-
light or transparent silvery atmosphere too
servilely imicated? The playful surface or
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rhougheful depth of iucid waters—cheir rage
whesn swollen by the ourpourings of heaven,
or lashed into foam by the mighty winds—
who has imirated these too servilely? And che
like beauty and sublimity of the glorious
sky—when shall we see an Imitation too
servile of its crernal changefulness? The long
processions of the quiet cirrl, in cheir robes of
purity skirting the gorgeous thrones of
majestic cumuli, and the dack rain-clouds,
agnrated and convulsed wich awful chreazen-
ings, like a revolutionary tumult,

w

with [ear of change
Perplexing monarchs!”

And then, before the agile hand can have
wraced some record of their brief exiscence,
fading away in filmy light, ot losing form in
broad mysterious shadows, and again re-
viving in different forms and combinaticns,
now cim with foreboding gloom, now ri-
valing rhe sun in dazzling splendor, with
every intermediate gradarion and contrast

wirhin the range of human perception-—can

this be imitaced at all, much less too servilely!

And in many other constituents of the
great picture—according to their purport and
consequence—~che most beautifu) tree of ics
species—the rock, for irs picturesqueness
with genevic character—wherein is there
danger on the score of truchful serviliy? And
fmally, why is every distinguished Landscapist
noted for constant out-door studiousness,—
Claude, according ro Vasari, from morning
till nightfall at work in the open fields or on
the quays, from whence he drew Lis [ar-
famed sea-ports—Turner, at all hours under
the open sky, washing in his memoranda of
rhe flicting effects which dispiay his imagina-
tive power and versatile invention! and orher
diligent students of Nature of like habits,
Why should such men be for ever toiling ar
the grear fountain, if the artificial cisterns of
the studio were not jnadequate to quench
thenr thirse?

Let us away, then, wich chese false alarms,
and be thankful in the assurance that juis by
reverent attention o the realized forms off

e
e
——

by its dele-
gared power to reproduce some measuye of
the profound and elevared emotions whicly
the contemplation of ¢
God awal

Nacure alone, thar Art is enabled |

1¢ visible workg of
en. Could the picture do more by
means of wharsoever Art-dicense or departure
from the truth?

Imitation of Nature is indeed servile, and

every way unworthy, when it discards the
necessity of selection, and indiscriminatcly
accepts all things as of equal value, not only
bestowing the same care on the wild (]

the Geld as on the rose

1istle of
and on the passion-
flower, but withour discerning the twa-fold
commendations of superior beaury and signif-
icance, as indicated in the perfume and in the
symbolism whicl invest the larcer with higher
claims to a place in the Art-conservatory,

Yours cruly,
A B DURAND.

Entered according to Act of Congress.
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LETTER IX

DEAR SIR:—1f you have ever ascended a
high mountain, everi by a well-defined path,
you must have encountered many difficul-
ties, in crag and chasm, and other unfore-
seen obstacles, and have, aclease, pracrically
learned, that a short sentence of directions
invelved miles of toilsome labor, and it s
rhus with the precepts and practice of Arr;
especially in the direction [ have endeavored
to point out, Bur believing it to be the divect
path to the main summig, [ could not com-
rnend an easier way o a secondary elevation.
As far as my experience and observation
extend, 1 have uniformly found rhat coldness
and opacity of color, stiffness and hardness
of contour, with a general repulsiveness in

effece, characre

ize, for the most parr, the
early efforts of the conscientious student of
Nacure; He often becomes disheartened, and
almost persuaded, on comparing his own
with the productions of the mature arrist,
that the beauty of the latter is the result of
deviation from, rather than adherence to rhe
rruch. In such an inference he may be greatly
mistaken, as witl appear, on close examina-
gion, and instead of being regarded as

o it should be construed in che

discouraging,

opposite direction. In the first place, much
practice and observation are indispensable o
the acquirement of the mechanical skill
necessary to express the precision with the
delicacy of Mavure’s outlines; so that the first
endeavors will invariably result in hardness, if
not ungracefulness, just in proportion to the
conscientiousness of the effort; and then, if
the student be peculiarly sensitive to the
arcraction of form, color is sure to be over-
looked, and even so Far as observed, his repre-
sentarion of it will more likely be teo cold
than otherwise, for the great mass of local
color, out of sunlighg, is, ar least, neutral,

inclining o coolness, and even the addirional

warmth imparted by sunlight is acributable
£0 its glow as mucl as o its acrual warmth in
color. And this glow, be it remembered, is the
great charm and secrec of light, most difficulr
to realize.

Now, I have already stated thar imica-
rion, if ever desirable, is unatrainable except
to a very limited exvent, and abave all, most
limited in reference o che glow of sunlight.
If, then, we actempt to express it by mateh-
ing its local calor, the inherent fack of the
glowing quality in our pigments, defeats
the aim, and as warmech is the local distine-
tive quality of the light, we find, by increas-
ing its apparent warmch, a nearer approach
1o the glowing is attained. This may be
cailed one of the licenses of Art, or rather
one of its modes for arraining a more
perfect representation of that which is in-
imitable in Nature. As a general rule, then,
we must express the real by increasing the
apparent warmth of ligh, or, at least, keep
on the warm side racher than the cold. And,
furcher, in regard to hardness of outline;
the forms of objects—the lines of separarion
or reliel from each ether—-are easily miscon-
ceived, or not truly estimated by the eye. We
perceive objects in juxtaposition to be

decidedly decached from each other, and so

they are, but rarely by any uniform line of

separation, either dark or ligh, though
cccasionally sharp and cutting in these re-
spects; bur more frequencly they are
blended or assimilared with each other, so
that the real cause of separation is found in
a few points of sharp light or dark, aided as
may be by color. The principle of relief or
separation of parcs is one of the most subtle
and capricious in Nature, and accordingly,
most likely to perplex the young student,
since it never ceases to be a puzzle to the

practised artist, If we cannor follow all the

modes by which Nature carries out this
principle, we must adopt such as are found
to be most sure and practicable, and, at the
same time, most beauriful. Among them is
that of pariety, that is, unegual hardness
and sofness of contour, contrast of colar,
and abruptness and gradation in light and
dark; for example, any prominent object
uniformly relieved by the same strength of
outline, however beautiful in irself, may
thereby become offensive, yer Narure often
thus presents herself: on the other hand,
she as often varies thar relief as above stat-
ed, and we feel its superior beauty. The
rrunk of a tall tree, or a long line of hoxi-
zon, objectionable because of their mo-
notony, become agreeable by inequality of
relief, losing cheir contour in one place, and
sharply defining it in another. This may
suffice for the present to indicare somewhat
of the process by which Art cranscribes
Nature, not only selecting her most beau-
riful and expressive forms, but choosing
with equal care among the various influen-
ces by which they are affecced in relation to
each other, and it may be also taken as a
hint in reference to whar ave termed licen-
ces of Art.

IF you find, that in ovder to obtain the
glow of light, you must increase its warmth
of color, you are Jicensed to do if; if con-
rinued sharpness of outline is offensive, you
are licensed to vary it, because MNacure herself
is variable on these points, and because one
condition is mote beautiful chan the other.
But when it is simply a question ol choice,
there is no license, that signifying che liberty
co deviate from law, and since Art is inade-
quate to represent o/ MNarure’s beauty with
equal cruthfulness, chere is no law to inter-
fere with whatsoever license that shall be

found to increase its represencative power.
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The exrent of such license must for ever
remain a dispurable question. But I believe
that none are desirable which oppose any of
the great cruths of Nature, and char it is
rather permission to exaggerate certain
points in order to represent their real impor-
tance, as {f by increasing the warmth of light
to express its glow, or to give more than
natural intensity to a dark, in order o ex-
press the force of surrounding lighe, and, if
needs be, to keep subordinate objects from
impeztinent oberusiveness, by subduing their
natural attractiveness, whecher of details,
color, or magnitude. To express the apparent
heighr of a mountain, it is found necessary
to exaggerate the real elevation in che
representation: this is a license not opposed
to truth, but essential to irs realization.
Whatever, then, may be the extent of Arc-
license, one thing is certain, it can never be
proficably exercised but for the more com-
plete expression of the sentiment of Nature,
material and spiritual, wherein we discern
the true mission of Art.

Perhaps we may pursue the subject of
license seill further to advantage. In requiring
adherence vo rruthful represenration, I wish
not to be understood as insisting on literal
portraiture, even in cases of acrual view
painting, that is, with regard ro the entire
dezails of any given scene. There can be no
scene worthy of being painted rhar does not
possess certain characceristic fearures, which
constitnge its incerest. These features are
obvious ata glance, and must be preserved
inviolate: there are others more or less sub-
ordinate,—such should receive artention
according to their relative importance; and
there are stili others of no unporrance ac all,
and may be disposed of at the pleasure of the
artis, so long as they are not rendered obtru-
sive. Now, the artist is not only licensed, bur
enjoined o medify, or endirely omit all these
subordinate derails, whenever they derrace

from che beauty, or other interest of predom-

inant features; when he has acquired the
knowledge necessary to do it with certainty.
He may displace a tree, for instance, if dis-
agreeable, or render it a more perfect one of
its kind if retained, but the elevations and
depressions of the earth’s surface composing
the middle ground and distance, the magni-
tude of objects, and extent of space presenzed
in the view, characreristic outline, undulating
or angular, of all the grear divisions, may not
be changed in the least perceptible degree,
most especially the mountain and hill forms.
On these God has set his signet, and Arc may
not remove it when the picture professes to
represent che scene. Not is it to be desired; for
the everchanging sky sends down the
winged messengers of cloud and sunshine
that overrule the refractory contours, un-
folding to the urmost the beaury of the beau-
viful, and veiling with discriminating care the
unlovely portions.

View painting is ranked as the inferior
department of landscape Art, and, generally
speaking, it is so, inasmuch as it precludes
the exercise of the creative power in invention
and compositien. But it does not preclude
the acrion of the imagination in al} that
relates to effect and color, and akhough itis
not permitted to violate the integricy of
portraiture, it may invest its portraits with
the same profound expression that the imag-
ination impresses on the ideal picture. And
while it affords the enly safe ground for the
unimaginative, it is one for the most signal
achievemenrs of the imaginative artist, in
demonstrazion of his superiority. For his
loftier stature erables him to overlock,
withour trespass, the enclosure which bounds
the view of humbler minds—he comprehends
the capabilivies of the material presented in all
its relactons vo human sympachy (whether al-
ready combined in the actual view, or nored
on the tablet of memory), and he reads the
historic record which time has wricten on al)

things for our instruction, through ali the

stages of their silent transition, since the
period when this verdant earth was a lifeless,
molren chaos, “void and without form.”
However subordinate the department of
view-painting may be considered in its
general sense, it rises at times to che level of
the highest creations of Art, so far as the
expression of its elements is concerned. Many
an actual picture of this descriprion may be
found amongst the primitive wilds of

Nature, where

“Upon her bosom yet
After the lapse of untold cenruries,

The freshness of her far-beginning lies.”

The reverent imagination ceases ro exult
in its own conscious power to change and
recreate, while it contemplares the grear
miracle of God’s creation, “which still goes
on in silence”™—where all deficiency in
picturesqueness is more than supplied by
that “freshness of the far-beginning” of
things which connects us wich the past, and
symbolizes our immortality.

[ would nor limit the creative power of
Art, nor undervalue its importance; ir may
not be possible to define or know ics limir,
buc we do know chat it is worthily employed,
when it reproduces by actual transcript, or
otherwise, 2 sensible demonstrarion of

“The perpetual work of thy crearion,

Finished, yer removed for ever,”

and unfolds by the “eloquence of beaury,”
and signs of “healing sympathy,” perpetual
sources of enlightened and pure enjoyment.

Yours truly,
A B Durand.

Entered according to Act of Congress, in the year
1855, by STILLMAN ¢ DURAND, In the
Clerle’s Office of the District Cowrt for the Southern
District of New Yorl
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