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l. 1 y, e . 

PREFACE. 

TnE FrnsT BooK OP DR.A. WING, which precedes the present, is 
presumed to have been made the subject of study before com­
mencing with the more advanced exercises in this treatise. 
The pupil having acquired some knowledge and experience in 
handling a slate-pen, piece of chalk, or pencil, and of sketching 
in rude outline various objects in nature and art, is now intro­
duced to the methodic rules or exact principles of drawing. 

For the sake of those who have not received any precise 
instructions in drawing mathematical :figures, the author com­
mences with these, so far as they may be required, along with 
an explanation of technical terms; after which he proceeds to 
a regular elucidation of the rules of Perspective, accompanied 
with such simple directions throughout, as will greatly facili­
tate the progress of the pupil. 

The fundamental principles of the system upon which the 
author proceeds, are, that the rules of Perspective should be 
learnt as early and as thoroughly as possible, and that the 
student should perfect himself by drawing natural objects, and 
not continue to work in mere imitation of copies, as is too fre­
quently the case. On no other point has he any unalterable 
rule. The lessons in Perspective may be alternated or mixed 
up with attempts in Sketching, or at least with those exercises 
pointed out in the extract from Mr HAY'S work, at page 54, 
the utility of which, for attaining a gTeater command of hand, 
is very obvious. In these, as in many other departments of 
the study, much must be left to the discretion of both scholar 
and teacher. 

En~URGH, July 10, 1840. 





DRAWING AND PERSPECTIVE. 

THE REQUISITES FOR DRAWING. 

To commence the practice of Perspective ·and Drawing, the 
student should be provided with a DRAWING-BOARD, which 
may be made of any wood that will not cast or warp; it 
may be of any convenient size; about two feet by eighteen 
inches is recommended ; it is required to be smooth on the 
surface, and perfectly squared; that is, at right angles. On 
this board the ch·awing-paper is to be fastened. Damp the 
smface with a sponge and water, more than once if the 
paper be thick ; leave it to expand and become flat ; then 
turn back the edges about half an inch in width on each 
side, and, having some glue heated, pass a portion o-.( it along 
the board with a brush under the edges of the paper, and rub 
them dovm securely ; it must then be left to dry in the air. 

The next requisite is a flat rule called a T SQUARE; this 
is a thin straight-edge, or rule, attached at right angles to a 
short piece of wood much thicker, so that when the cross­
piece is moved along any side of the board, the rule will 
project across the paper, and by its edge, pencil lines may 
be drawn straight from right to left, and from top to bottom ; 
the truth of which will be proved by the crossing of those 
lines being at right angles. To prove this, let other lines 
be made from the opposite sides of the board ; and if they 
agree with the former lines, by being parallel to each other, 
all is 1·ight. On this the correctness of the drawings will 
depend. 
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To these must be added a PAIR OF CoMPASSES, an instru­ment so well known, that it is only necessary to remark, that the points should be just so sharp as to hold on the paper without piercing it. The compasses should be held lightly by two fingers and the thumb, and moved with the least pressure which the operation may require. 
These simple implements will be sufficient, until a Jmow­ledge of the art suggests the necessity for a case of mathe­matical instruments. 
Paper may be purchased of all qualities ; for early prac­tice, it is sufficient for it to be what is called " hard ;" that is, it must bear to be written upon with pen and ink. 
Black-lead pencils are of various qualities : a soft pencil gives off the lead too freely, and will not retain its point ; a hard pencil wounds the smface of the paper, and cannot be easily obliterated; therefore the medium pencil is best for drawing perspective. The wood should be carefully cut from its point, and the lead sharpened by being gently rubbed on a file, which not only obviates the difficulty in cutting a pencil well, but produces a better point than can be formed with a knife. 
Indian-rubber, or a clean crumb _of bread, to take out lines incorrectly drawn, is necessary. 

EXPLANATIONS OF TERMS AND FIGURES, 
Those who have received instruction in the Elements of Plane Geometry, according to Euclid, will find it an easy matter to comprehend the terms and to construct the :figures used in teaching perspective. As all, however, are not geometricians, we proceed to point out, in simple language, the terms used in drawing, with their explanations, as well as the rules for forming diagrams, in the elements of per­spective, with mathematical accuracy. 
A Point means a spot occupying no space but merely that to which lines may be drawn. 
A Line is an evident mark drawn fromonepointtoanother. Horizontal Lines are those which are drawn straight across from left to right. 
Parallel Lines are those which are drawn equidistant from each other, and could never meet in a point. 
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Diagonal Lines are those which are drawn obliquely, or 
slanting, either way. 

Vertical or Perpendicular Lines are those which are 
drawn perfectly upright. When a straight line standing on 
another straight line makes the adjacent angles equal to one 
another, then the upright line which stands on the other is 
called a perpendicular to it. 

The drawing of a perpendicular line is to be thus pro­
ceeded with : Suppose the line AB (Fig. I), which may be 
considered as the base line of an object or of a subject to be 
sketched, the student will draw it of any length at pleasure, 

Fig. 1. and it must be considered the given 
n line, or the straight line on which 

the perpendicular line is to be raised. 
With the compasses divide the line 
AB into two equal parts; the centre 
vvill then be at C, the point on which 
the perpendicular is to be placed; 

A c B then expand the compasses at plea­
sure, say half as much more, and place one foot at the mark 
made by the compasses at the division A, and draw a small 
portion of a circle as nearly as can be judged above the · 
centre C ; just sufficient for the mark to be seen is enough ; 
then, being careful not to alter the expansion of the com­
passes, set one foot in the mark B, and draw a small portion 
of a circle so as to intersect that previously drawn, as at D, 
and the true perpendicular will be the line drawn from D 
to C. Thus it will be seen, that if a right line DC fall upon 
another right line, as AB, so as to make equal angles on 
each side the line, DC is a true perpendicular. 

A Cube is a solid square figure of six equal sides and 
right angles. 

Centre is the point in the middle of a circle. 
An Arc is a line forming any portion of a circle. 
A Radius is a line drawn from the centre of a circle to 

, its circumference. ( Radii is the plural of radius.) 
A Segment is a portion of a circle cut off by a chord. 
A Chord is the line drawn from one extremity of au arc 

to the other. 
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To Intersect is to make one line cross another; where they 
touch is the point of intersection. 

The Square.-A square is a figure which has all its sides 
equal, and all its angles right angles. The drawing of this 

Fig. 2· figure requires the base line to be given~ 
c D on which points A and B, perpendicu-

lars, are to be raised as before ; then 
the space AB being correctly taken and 
marked on the perpendiculars on either 
side, as at C and D, the line CD being 

A .__ ____ _.B drawn parallel to AB, having all its 
angles right angles, the tme square will be represented. 

The Angles.-The angle which is contained by the straight 
lines AB, BC, is a Right Angle ; that is, a perpendicular 

F'ig. 3. meeting a horizontal line, forming the 
A.. n angle ABC of 90 degrees. The diagonal 

line D, which meets the angle B, divides 
it into two angles of 45 degrees ·each. 
The measure of an angle is expressed 
by the number of degrees which it con­
tains, or its proportion of the circum-

13"-------c ference of a circle. 

An Obtuse Angle is that which is greater / 
than a right angle, thus, ~ 

An Acute Angle is that which is less than a ~ 
right angle, thus, ~ 

The Equilateral Triangle is a fig11re which has three 
______ Fig. 4. equal sides. It is particularly use-

c D ful in the diagrams which ac-
company this work, and is thus 
scientifically constructed: Let AB 
be the given straight line, or the 
base of a drawing ; at the extre­
mity A place the foot of the com­
passes ; extend the other foot to 

B, and describe the circle C ; then, being careful not to alter 
the expansion of the compasses, place one foot at B, and 
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describe the circle D; then from the point E, where the circles 
intersect each other, drnw the lines EB, BA, and AE, and 
the equilateral triangle is formed. 

The Circle.-A circle is a plane £gure expressed by one 
lin~, which is called the circumference, and is formed by 
fixing one foot of the compasses, and with the other foot 
expanded, drawing a line till it meet the commencement. 
The circumference of circles of all dimensions is divided 

Ji'ig. 5. into four times 90 degrees, or twice 180 
degrees, mak:in g in all 360 degrees ; 
each degree being divided into 60 mi­
nutes, and each minute being subdi-

.a..-----,~---iB vided into 60 seconds. The D·iameter 
of a circle is a straight line drawn from 
one side of its circumference through 

o the centre to the other side. The dia­
meter cuts the circle into two half or semi-circles. In the 
figure of the circle here given, the line AB is the diameter; 
and the lines CD, drawn from the centre to the circumfe'i:ence, 
are radii. 

An Ellipse or 
Fig 6. 

Al 

Oval may be thus constructed. On a 
given line, as AB, describe two circles 
of such diameter as may best accord 
with the required proportions. What­
ever size be taken, let the foot of the 
compasses be placed so as to describe 
the elongated parts of the £gure true 

-+-?Et'--f-l~--11--- on the perpendicular line AB. Then 

.B 

draw a horizontal line so that it in­
tersects the p?,rts C and D, where the 
circles cut each other. Now, the width 
of the oval may have been previously 
determined; if so, it must regulate the 
expansion of the compasses, and de­

termine where the foot shall be placed on the line CD, 
equidistant from the centre, so as to describe the segment, 
that it may unite with the lines of the circles on either side, 
forming a continuous line, as at EE and FF; that is, in such 
a manner as to form the oval figure as if made by one 
operation. 
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Another mode of forming an oval may be resorted to : 
Draw the line for the length, and another line, at right 
angles, across it, for the breadth of the £gure; then divide 
the longer line into six equal parts; into the marks made by 
the compasses at the second and fifth, fix needles, so that 
they project outwards from the centre of the oval. Then 
pass a silk thread round the needles, and tie the ends in a 
knot at the place which may be determined to be the width of 
the oval, by gently pulling the thread, and observing that at 
both needles it lie close to the paper; then, having a pencil 
with a notch cut in it, the nearer to the point the better, 
place the tru:ead in the notch, and, holding the pencil as 
perpendicular as possible, and keeping the thread at an 
equal tension, continue to draw the line till the oval is com­
pleted. 

The figure may be made more round, or more elongated, 
by placing the needles nearer or more distant from each 
other. The movement of the pencil must be slow, and 
pressed outward as equally as possible, that the thread may 
glide round the needles, neither to disturb them nor cause 
the pencil to jerk, or start from the true position. 

There are many mathematical instruments admirably 
adapted for the construction of geometrical diagrams, and 
for facilitating the drawing of perspective, all which are 
valuable to professional draftsmen. The student in de­
lineation, however, will acquire all the information called 
" preparatory," by attending to the drawing of the simple 
diagrams as they follow in these pages, with the few simple 
instruments which are described. 

THE SECTOR. 

The following diagram (Fig. 7) represents a common Sec­
tor, for the examination of those who are unacquainted with 
the application of angles to linear perspective. It is a semi­
circle, or the figure which is comprehended between the 
diameter of a circle and half its circumference. On the 
edge are marked twice 90, or 180 degrees. On the chord 
or base line which joins the extremities of the arc, is a point 
which determines the centre of the circle. 



TllE SECTOR. ]5 

Fig. 7. 

The attention of the youthful student is particularly called 
to the use of this figure. The eye of a person, when sketch­
ing from nature, is presumed to be placed in the centre of 
a circle of 360 degrees, and the expanse of vision, while the 
eye is stationary, is an angle of 60 degrees ; in other words, 
the eye embraces a range of 30 degrees on each side of a centre. 
This angle is found by drawing the diagonal lines from the 
centre on the chord to where 60 is marked on the edge of the 
sector to the right and left, being 30 degrees on each side of 
the perpendicular at 90. This angle of 60 degrees has no re­
ference to the length of lines on either side, since they are 
regulated by the assumed width of the picture proposed to be 
drawn, as shown by the bases at a, b, c, on the expanse of 60 
degrees. Each of these, being pictures~ would represent the 
same scene, the objects of which it was composed being 

1

en­
larged in agreement with the magnitude of the surface. 

This central situation of the eye, which, with the extre­
mities of the base line of the picture, under all circumstances, 
forms an equilateral triangle, must be particularly noticed, 
because it regulates the line by which a change in the situa­
tion of the eye or station is afterwards made. 

When any object, as for instance a house, presents its 
corner to the spectator, both sides recede to their r_espective 
vanishing points on the horizontal line ; and these points 
are found by drawing the diagonal lines from the station at 
an angle of 90 degrees, that is, from the centre of the chord 
to where 45 degrees is marked on the edge of the sector, 
right and left of the perpendicular. 
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To facilitate the application of these angles, the student 
is recommended to draw them on a piece of transparent 
paper, or construct them on stout cards, and cut them out 
with truth, marking the perpendiculars down the centre of 
each, and use them, as will be explained hereafter, in con­
nection with the base, the horizontal line, and point of sight. 

HORIZONTAL LINE AND POINT OF SIGHT, 

Every person who has stood on the sea-shore may have 
observed the boundary line of the water meeting the sky. 
This may impress the idea of what, in perspective, is called 
the hori.zontal line, and which in all the following diagrams 
will be marked H. That part of the horizontal line to which 
the eye of the spectator is directed, is called the point of sight, 
and which in the following diagrams will be marked P. If 
the spectator ascend to any height on the shore, the line of 
the ocean, or the horizontal line, will ever be found on a 
level with the eye, and the spectator may direct the atten­
tion to any part of the scene ; therefore the horizontal line, 
and the point of sight, may be fixed where they will best 
accord with the nature of a proposed picture. 

VISUAL RAYS, 

Every person looking on a straight road, which continues 
into the extreme distance, may observe that the edges of the 
road appear to terminate in a point. This apparent dimi­
nishing of the road is determined by lines, or visual rays, 
being cfrawn from each side of the width of the road in front, 
to the point of sight P on the horizontal line H, as in the fol-
lowing diagram. Fig. a. 

c~--------------,D 
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The consideration of thic_; may fix in the mind the fact, 
that all objects appear to diminish in proportion to their re­
moteness from the eye of the spectator. Hence, posts or 
columns of equal height will appear to become shorter as 
they recede fr~m the eye, and the lines which regulate their 
diminutions, or their visual rays, must be drawn, as in Fig. 
8, from the summit and the base of the column nearest to 
the eye, to -the point of sight P. This is an illustration of 
objects of equal height seen in perspe.ctive, parts of which 
are above the horizontal line; while the road is an illus­
tration of an object of equal v.ridth seen in perspective 
below the horizontal line. AB is the base on which the 
picture is formed ; CD the verticals or sides of the pic­
ture, and with the line joining these at the top form the 
plane or surface on which the picture is represented. This 
surface may be regulated at pleasure ; a proportion of a 
square and a half wide, by a square in height, is usuaUy 
preferred. The horizontal line, as previously stated, may 
be placed at pleasure, but it is generally regulated in 
its elevation by the nature of the subject to be drawn. If 
placed high up, it leaves too small a proportion of sky, 
and produces what is called a bird's-eye view; if placed 
low down, or too near the base, unless the scene be moun­
tainous, it will appear insignificant, from having too great a 
proportion of sky. These considerations render it advisable 
that the horizontal line should be drawn at about one-third 
of the height of the picture. The point of sight may be 
fixed at pleasure; perhaps it is generally better to place it a 
little removed from the centre of the picture, because, if the 
subject consist of a street, or an avenue of trees, the per­
spective would be very formal, and the scene would thereby 
be diminished in interest. 

When an object having angles, as a box, stands on a base 
parallel to the horizon, and two of its sides, or surfaces, can 
be seen, that which is farthest from the eye will recede ac­
cording to the situation of the point of sight. Let the student 
place a box, or square object, im~ediately in front of the 
eye, as in Fig. 9. AB is the bottom or base of the box, CD 
is the upper edge of the box, and EF is the farther edge of the 
top of the box. AB, the base, being parallel to the horizon-
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tal line H,_ the point of sight will be at P, and the visual rays 
F 1

;· 
9· from the upper corners of the box will 

----~-"""H'---_ centre in P, because the eye is in front, 
and above the object. Any alteration 

_____ F of the position of the box, or the eye, 
-1--------"I D will consequentlyrequire a correspond-

ing arrangement of the laws of per­
spective. 

The student is directed to place the 
box toward the farther side of the 

A.....,. __ ~ __ B table, immediately in front, and lower 
the eye till the horizontal line is one-third down the box, 
when the top will be lost sight of; there let the eye be fixed, 
by resting the chin on any convenient object, and the front, or only one side of the box, will be seen. Then let the box 
be moved to the left, in a straight line, the position of the eye being retained, and a second side of the box will come into sight; its receding lines, or visual rays, will then be 
centered in the altered point of sight, and the side in front 
will retain its form, because its base is parallel with the 
horizon. When this experiment shall have been made, and 
the situations of the box and the eye shall have been con­
sidered, presuming the box to have been a cube, let the student proceed to ascertain the mode of representing this 
object according to the rules of perspective, referring to the natural appearance of the box occasionally, the more effec­
tually to fix on the mind the agreement between them, 
which satisfactorily gives the reason for every line that is 
drawn. Fig. 10 will show the process by which all the particulars may be demonstrated. Presuming the paper is 
fastened down on the drawing-board, the T square and pencil ready, let the student commence thus ; in the 
first place, judging of the proportions required for the 
subject, and giving room for all the lines of the dia­gram to be clearly drawn on the same piece of paper. 
Apply the T square and draw the base line AB, and also the boundary of the picture CD. Then draw the horizontal 
line H across the paper; this may be fixed at pleasure, but 
parallel to AB. Then find the half of the base AB, and 
draw a perpendicular beneath the picture to 0, and on it 
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Process of drawing a Square Box, or Cube, in Perspective. 

n 

Fig. 10. 

D 

\ 

K \ 
' ' 'v i-======~--+-------=======71! 

s 

i 
' ' ; 

place the profiled angle of sixty degrees, just at that distance 
which, by continuing the sides of the angle, they 1'.rill. inter­
sect the extremities of the base, and together form an equi­
lateral triangle, as AOB: this must be strictly attended to. 
Now, as before observed, the point of sight is better when 
removed from the centre of the picture; and taking a station 
to the right, by a horizontal line from O to S, this becomes 
the station whence the picture is seen, and the point of 
sight is therefore found by the perpendicular line from S to 
P on the horizontal line. Now, as a vanishing point is 
required to determine the width of the receding side of the 
box, the profiled angle of 90 degrees is to be placed at S on 
the perpendicular PS, and the side line continued until it 
intersects the horizontal line at V, which fixes the vanishing 
point: this also must be strictly attended to. It will be 
observed that the angle at Sis one of 45 degrees, being the 
half of the profiled angle of 90. 

The student's attention is called to the situation of the eye, 
which is always on a level with the horizontal line; there­
fore the true position of Sis immediately in front of P, or, 
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as if the perspective lines beneath the picture could be raised 
up to the level ,vith S, and fixed at that distance from the 
picture, to show the true situation of the eye when viewing 
the object. The front square shape of the box may then 
be drnwn in, occupying less than half the base of the picture, 
in order to show the perspective, as at Fig. 10 ; then, from 
the nearest perpendicular of the box draw the visual rays 
from the top and the bottom of the square to P, which give 
the diminutions. Now, a line drawn from the corner of 
the box near A to the vanishing point V, will intersect 
the diminishing line, which gave the receding base of the 
box, at L; and a perpendiculai· line from L to K on this in­
tersection, will give the true representation of the square 
box as seen in perspective. If this were a cube of glass, 
the farther sides would be seen as shown by the finer lines 
in the diagram. 

The student is requested to repeat this study in different 
sizes, refen-ing to the naturnl appearance of the box, in or­
der to feel, as well as see, the coincidence between that and 
the object produced by the rules of linear perspective. It 
is of importance that he should understand this diagram 
thoroughly, because many of the rules employed in it are 
frequently required, and therefore they will be restated. 

The boundary of a pictme, or the plane, may be of any 
proportions. The base is marked in Fig. 10, AB. The per­
pendicular, from the middle of this base line, assists in find­
ing the situation for the angle of 60 degrees, 0, the width 
of the base, measured from the extremities, to the perpen­
dicular 0, forming an equilateral triangle, as AOB. This 
is a rule, whatever may be the size of the picture ; it also 
shows the proper distance at which a picture should be 
viewed. This expanse of vision, at an angle of 60 degrees, 
is marked in the diagram 0, and places the point of sight 
in the middle of the picture, which is very often objection­
able ; therefore a line parallel with the base is drawn 
from 0, and on this line the better station is taken, which 
is marked in the diagram S. Now, the horizontal line H 
having been taken at pleasure, a perpendicular drawn into 
it from S, will give the point of sight at P, into which 
the visual rays are drawn that regulate the receding side 
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of the object. TLe vanishing point V is entirely distinct 
from the point of sight, of ·which there can be but one; 
but vanishing points may be numerous. This marked in 
the diagram V is of great consequence, for by it is deter­
mined the proper ·width of the object, by the line w'hiclt 
intersects the visual ray from drn base of the box A to 
V, as at L; and here the perpendicular to K, ,,hich in­
tersects the upper visual ray, completes the perspective form 
of the object. 

The student is requested to proceed deliberately "·ith re­
petitions of the foregoing diagram, and by no means to quit 
it until every line shall have been satisfactorily accounted 
for. Marking of the letter of reference as the line is drawn, 
has been found to assist in impressing upon the memory its 
particular use. 

To Square a Circle to be Drawn in Perspective. 
If a circle be viewed with the eye over its centre, its ap­

l>earance is perfectly round, but if it be viewed obliquely, 
it assumes an elliptical shape, as may be seen by varying the 
position of a tea-cup, ·which being gradually raised at a little 
distance in front of the eye, will present elliptical forms pro­
gressively becoming more and more compressed, until on a 
level with the eye-the circle is a mere line, or unseen. To put 
a circle into perspective will require but little reflection, if the 
preceding diagram have been completely understood. 

This diagram (Fig. J 1) represents the preparatory process 
Fig. 11• of drawing a e;irde in perspective. 

Describe a circle of any size with the 
n compasses, and with the T square 

t--+--~r----+--=r--'.....iB draw the boundary, so that the lines 
just touch the circle, enclosing it with-

9i1-----1--,~'--+---H10 in a perfect square, as ABCD, being 
right angles. Then draw the dia­

-~~-+--=,1.---+-112- gonal lines CB and DA true from 
the angles, and they will intersect 

"'----:!c-=,:,,,,1,,.e:::::::::..J..._~:B the centre at O; then divide the 
boundary lines each into four equal 

parts; thus take the base line AB, and mark it with the com­
passes on the edge of the paper, and then find the fourth 

B 
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part by trial, till the points of the compasses in four mea­
surements occupy the space from mark to mark exact ; then 
tenderly mark the me:>.surements on the boundary lines, just 
so that they may be seen, permitting one point of the com­
passes to remain on the line until the next mai·k is made, 
and so on till the bom1dary is completed. 

This proceeding is advised, first, to pre-vent any trials or 
mistakes from appearing on the drawing ; secondly, to as­
certain that the square is perfectly divided, and at right 
angles ; because, if ca.re be not taken, in drawing a line by 
the straight-edge, to keep the point of the pencil close to 
where the straight-edge touches the paper, the line ·will not 
be true, and confusion must be the consequence. "\Vhen 
the measurements are correctly made, draw the perpendi­
culars l 2, 3 4, 5 6, then the horizontals 7 8, D l 0, 11 12. 
If all have been truly done, these lines will intersect tbe 
diagonals CB and DA, as well as their om1 intersections, 
respectively at·R, S, 0, T, and "\V, as in the diagram, Fig.11. 

Fig. 12. 

V -.!t~o\~T~I _ _;,.,..-----------=Bc::..- -------r-2 

.,/ 
The base line AB must be drawn and diYided into four 
~qual parts, as 2, 4, 6 ; then from the base line as in Fig. 10, 
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determine the angle of 60 degrees O. Let S Le the station, 
and let the horizontal line be placed high up, as II, in order 
that the whole may be clearly seen, and by the perpendicular 
determine the point of sight P. Draw the rays AP and 
BP, which give the receding sides of the square; then at S 
take an angle of 90 degrees, and mark where at 45 degrees 
it would intersect the horizontal line on the left. This line 
is shown in the diagram in part, as marked to V 1, because 
the student is presumed to have acquired the knowledge 
that this line must be projected till it intersect the horizontal 
line. The other angle of 45 degrees need only be marked 
on the horizontal line to the right, as at V 2. Now, the 
value of these two points of distance, or vanishing points, 
will appear. Draw the diagonal from the base of the square 
B to V 1 on the horizontal line, and the diagonal from A 
to V 2; where these have intersected the lines AP and BP, 
the perspective of the square ABCD is determined ; there­
fore let the horizontal CD be drawn. Then, from the nu­
merals on the base 2 4 6, di-aw their lines to the point of 
sight P, which lines give the diminutions 1 3 5. The hori­
zontal gradual diminutions will be regulated by the diagonals 
A V2 and B V l,Fig.12, intersecting the lines, as in the dia­
gram, .Fig.11, atRSOT1Y, an<lshovvingwhere the horizontals 
78,910, 11 12, are to be drawn. This reticulated square 
in perspective is the basis on which the circle is to be dravvn; 
the student must therefore observe through what points and 
diagonals the outline of the circle passes in Fig. 11, and 
tenderly mark ·with the pencil on Fig. 12 a corresponding 
outline ; this will require a little care not to confuse the 
lines. It ·will be better to put the perspective square in ink, 
and the reticulations with finer lines, so that the sketching 
of the circle may be ru:a.vn, obliterated where wrong, and 
corrected, until perfectly in agreement ,vith the circle in Fig. 
11, through all the diminishing parts of this square, after 
which it may be carefully drawn in with a pen and ink 
stronger than any of the other lines. 

Circles may be put into perspective, when seen at any 
angle, by preYiously constructing their corresponding squares. 
When seen in front, the point of sight is in the middle on 
the horizontal line, and when seen from any removal to the 
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right or to the left, the equilateral triangle of 60 degrees 
gives the point for the parallel line to the station far, or near; 
and there the angle of 90 degrees ,vill give the vanishing 
points by projecting the respective sides to the horizontal 
line; the diagonals from the basis of the square to the oppo­
site vanishing points ,vill give the abridgement, and the rest 
"·ill be found by the same process as Fig. 12. 

By reflecting on the preceding diagrams, the student will 
discover that the natural appearance of objects cannot be 
trul.v represented, unless according to the rules of perspec­
tive. The most satisfactory proof of this may be obtained 
by placing a cup in the position in which its rim may pre­
sent an ellipse, taking precaution that the eye may see it in 
the same point of view when comparing the drawing with 
it. As, for instance, notice two stationary ohjects that may 
chance to be in a line beyond the cup ; these two, with the 
edge of the cup and the eye, making four points, the eye 
will be easily brought to the same angle of vision, and 
thereby be better enabled to judge of the correctness of the 
drawing while comparing it with the original. 

To find tlie Centre of a Pedestal on wliich a Figure may ie 
placed, or an Obelisk raised. 

Draw the base of the picture AB (Fig.13); take the angle of 
60 degrees as before at 0, and the station at Sas before; place 
the horizontal high up at H , that the lines of the drawing may 
be clear of each other; the point of sight will then be at P. 
Then take an angle of 90 degTees at S, and the vanishing 
points will be on the horizontal line at V l and V 2. 

The student will always determine the size of the o~ject 
on the side next the eye ; it is assumed in the diagram, but 
the principles apply to all sizes. Therefore, from the nearest 
corners of the pedestal, draw the visual ray LP at the top, 
and CP from the base, then BP and DP. Then draw the 
diagonals C V 2 and B V I. Now, -where B V l intersects 
the ray CP at F, raise the perpendicular to the ray LP, and 
it wiil determine the receding visible side of the pedestal R ; 
and where the diagonal C V 2 intersected the supposed in­
,risible ray BP at G, raise the perpendicular of the supposed 
invisible or opposite corner of the pedestal to the ray DP at 
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X; then the horizontals RX at the farther top, and FG at 
the bottom, will give the fom sides of the pedestal, or the 
ground. plan of their sides. Now, ,vhere the diagonals in­
tersect, as at I, is the point which determines the centre of 
a pedestal, seen at this angle, on which a statue or an obe­
lisk may be raised in agreement vvith the perpendicular K. 
The centre of a gable, in a building seen in perspective, may 
be found, after the perpendicuJa.rs are determined, by draw­
ing the diagonals from C to R, and from F to L. Then a 
perpendicular intersecting the intersection of these diagonals, 
as from W to T, ,,vill give the centre of a pediment or a gable. 

When the juvenile student has proceeded thus far, and 
has no other knowledge of the pencil than that which may 
have been acquired by the practice of perspective, there is 
no reason why he should not commence sketching from in­
animate objects, such as articles of furniture in a dwelling, 
a house, a tree, the leaf of a plant, or any thing else which 
may strike the fancy. In attempting to exe<:ute correctly 
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the objects thus thought worthy of notice, the pupil will at. 
every step find occasion to revert to the principles of per­
spective, and will see the necessity for strictly adhering to 
them. The drawing from tangible objects is in every re­
spect preferable to copying from prints or drawings. Expe­
rience has also demonstrated, that where students have taken 
outlines from natural objects, and have applied the rules of 
perspective as far as they knew them, the improvement bas 
been more substantial than when they have been restrained 
from taking subjects dictated by taste. 

Art-icles of Furniture in Perspective. 

Figure 14 exhibits a parlour chair and a footstool. The 
student will observe that the chair stands with the corner 
of its seat nearest to the spectator, the point of sight being 
in the middle of the picture. The receding sides of the 
chair have their respective parts reo·ulated by diagonals to 
their vanishing points. 

0 

The footstool stands on a line parallel to tbe base, and 
therefore its visual rays tend to the point of sight in the 
centre of the picture. These may prepare the mind of the 
student to consider, that objects, when differently ~ituated, 
have each their vanishing points regulated by the angle at 
which they are viewed. 
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The student is on all occasions requested to draw the 
horizontal line so far on either side, as to be intersected by 
the diagonals, which are to be drawn at an angle of 90 de­
grees from the station, into the horizontal line where they 
determine the vanishing points. These are only indicated 
in the diagrams by the direction of those lines and the 
vrord "to" VI, or to V 2. 

In Fig. 14, the base line AB is drawn, its centre deter­
mined, and the perpendicular drawn to O; the angle of 60 
degrees is taken in agreement with the base line, making 
an equilateral triangle, and the point of sight P is fo,:ecl on 
the horizontal line I-I. The vanishing points are found by 
the angle of 90 degrees at 0, projected on either side to 
Y l on the left, and V 2 on the right, as before described . 
.. All the diminutions of corresponding ornaments on the 
back and front legs of the chair are drawn to V 2, while the 
side of the chair is regulated by V l. 

The footstool is placed pare.Ile} to the base on the line 
CD, and its diminution regulated by the rays EP and FP. 
The diagonal G from the leg of the footstool D, to the 
Yanishing point V l, would determine the square of the 
~t~ol, or the position of the farther leg, at the point where 
1.t mtersected the ray CP. 

Fig. 16. 

J> 

-,: I n 

-;, j; l/ ';) tr.. 

Fig. l 5 shows the perspective lines required to represent 
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a ,vriting-desk p1aced diagonally on a table which stands on 
the base line. The base of the picture is drnvvn as AB the 
centre is taken, ancl a perpendicular drawn, to 0, for the 
nngle of 60 degrees. The horizontal line is drawn at H. 
The parallel is drawn from O to S, and there the perpen­
dicular to the horizontal line fixes the point of sight at P. 
Then the angle of 90 degrees is taken at S, and the sides 
being projected to the horizontal line, gives the vanishing 
points V l on the left, and V 2 on the right. Now, the 
table being seen in front, or on the base line, the visual rays 
from the legs and the top are dra-wn to the point of sight P. 
The table being supposed to be a parallelogram, its side, seen 
in perspective, will be about half its width seen in front; 
therefore let half the space seen in front be set off from the 
leg on the right ; and the diagonal from that half to V l 
will give the diminution of the side of the table, where it 
intersects the ray from the frnnt leg to the point of sight P, 
at R. A parallel line from this to the ray from the other 
front leg will give the situation T for the most distant leg. 
The writing-desk being presented with its corner towards 
the spectator, both sides will require their receding points, 
which are determined by the vanishing points V 1 and V2. 
Such familiar objects should be drmn1, by which the more 
readily to fix in the mind of the student the leading prin­
ciples of linear perspective. 

If the student have peifectly understood the diagrams 
from 10 to 15, a foundation will be laid on "·hich the study 
of perspective may proceed to all that can be required. 

It will be seen, that, when an object has its base line pa­
rallel to the horizon, the point of sight is in the picture, and 
that it is arranged in agTeement with the angle under which 
the object is viewed. Thus, if it be an object which has 
four sides, and one of those sides be immediately in front of 
the eye, the visual rays will be hidden, because the poi.nt of 
sight is in or behind the object. It \\-ill also be seen, that, if 
the object be moved on either side, or the point of sight be 
altered by a change of station, the visual rays determine_ the 
receding side of the object, immediately a second side can 
be seen. 

If the base line of an object be removed from its paralld 
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to the base line of a picture, the angle under " ·hich the ob­
ject is viewed becomes altered in strict conformity with its 
changed position, the particulars of which the student may 
ascertain by placing an object in lhe various positions. 

Suppose a chest of drawers, or a cube, to be placed 
and seen as in Fig. 10, and while the nearest corner is to 
act as a pivot, the end near A to be moved so as to cause 
a space between the base line of the object at that end and 
the fixed base line of the picture, tLe angle of vision would 
require that the base and top lines of the object should have 
their vanishing points. The object could be moved thus at 
different times, until that which in the diagram is the reced­
ing side, would become the front, and each position would 
require a diagram; but the student is presumed to have 
become acquainted with the fact, that, at each pause in 
the movement of this object on its pivot, there will be ex­
hibited a diminution on one side, proportionate to the in­
crease of the other side ; until, by continuing these rotatory 
movements of the object, that side which was at first pre­
sented obliquely, becomes the front, and its base parnllel to 
the base of the picture. The original front of the object, by 
the revolving movements, will have been lost or hidden, 
exactly in proportion as the receding side advanced to the 
front. Thus the vanishing point extended as the advancing 
side became more evident, just in proportion as the receding 
side diminished. Let the student make these experiments, 
and observe, on the first change of position deviating from a 
parallel with the base of the picture, that the vanishing 
point V 1 was required, and so far removed on the horizontal 
line on the left, as perhaps to require an angle of 80 degrees 
at the station, while V2 on the right would then require an 
angle of 10 degrees. Any subsequent change of position 
in the object will alter the angles for the respective vanish­
ing points, and these together always making an angle of 
90 degrees. 

If this placing of objects, expressly to study linear per­
spective, be not fully comprehended, the student is requested 
to reconsider Fig. 10, and to draw Figs. 14 and 15 with at­
tention again, having room for all the lines necessary to the 
perspective on the same paper, and as large as convenient, 
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after which return to the study of the different angles un<l.er 
which objects may be viewed, and they will more evidently 
appear.-Let it be noted, that a vanishing point is required 
for each side or variety of surface that may be presented to 
the eye. 

E::-1L.ARGING. 

For copying a drawing upon an enlarged scale, there is an 
instrument called the Pentagraph, which greatly facilitates 
the process, but is too expensive for ordinary students. En­
larged copying may be effected almost as well by the follow­
ing simple means: Procme a sheet of Bristol-board or stout 
card paper; cut in it an aperture rather less than the size 
of a page of the sketch-book, and at right angles; then near 
the edge of the aperture divide the top, base, and sides, into 
half-inch measurements, so that the marks shall be even 
with the base and sides of the aperture; then -v«:ith a needle 
pass fine thread through the various marks, from side to side 
and from top to bottom, taking care that it always issues 
from the same side of the card, so as to lie close to a sketch 
when used. Number the threads from one onwards on 
the base from the left, and from the base upwards on each 
side. These squares of thread, which resern b1e the reticu­
lations of a net or sieve, may serve on many occasions ,11,hen 
dra,vings are to be made of any large size from the sketch­
book. Of whatever size the drawing may be required, it is 
necessary to determine the proportions, say one, two, or 
three inches, for each half inch square of the threaded card; 
thus the boundary line of the drawing being ascertained, 
measure off the squares in number agreeing with those of 
the card, and rule the lines horizontally and perpendicularly 
true, just to be visible ; then proceed to sketch the outline of the subject, by observing in what squares or lines any par­
ticular character appcnrs when the threade<l card is placed 
close on tbe sketch-book, and imitate them in the corre­
sponding ruled squares and lines of the large drawing. 

SKETCII~G FRO:'.\I NATURE. 

After tl1e introductory rules of perspective liave been 
mastered, and some progress has been made in delineating 
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siuglc and simple objects, the lessons of the student may 
very profitably be varied by a few attempts in sketching 
from natme. Under the guidance of his o,rn taste, let 
him select some assemblage of ordinary objects, such as he 
may think agreeable in themselves, and likely to be repre­
sented without any considerable difficulty. The scene se­
lected should not contain more than three or four objects 
of different kinds- such as a cottage, one or two trees, and 
a small rustic paling, with perhaps the addition of a little 
glimpse of background. He must observe that an artist 
rarely ever takes an object in its broadest and most regular 
form: he never represents a house, for instance, as if he 
had taken up his position right in front of it, as an archi­
tect would do; nor would he paint a row of trees at a right 
angle to his own position, seeing that the effect of such 
representations would be tame and formal. He endeavours 
to catch the careless grace of nature, as she appears to 
casual observation. A house, particularly, should always 
be viewed from a point a little aside from the front, so as 
to bring in as many of its angularities as possible. A 
group of natural objects should be represented as if the 
draughtsman had just by chance got bis eye upon it; ancl 
yet the selection of a point from ·which this effect may be 
obtained, must be a matter of study. For an early lesson 
in sketching from nature, it is enough that the objects be 
outlined : to fill in details, and give the full effect of light 
and shade, must be left to a future period in the career 
of a young artist. As an example of the scenes which 
may be selected for early sketches from natme, Figure 16 
is given, being simply a cottage, backed by a few trees, 
and having some broken ground in front, while a glimpse 
of the sea is obtained at the side of the picture. The 
station of the draughtsman is here at S, in order that the 
cottage may not appear to have be<'n Yie,.ved formally, and 
that the trees behind may give to the scene its neat pyra­
midal form, while the broken grounds in front communicate 
boldness of character, and the straight line of the sea, at P 
(which is the horizontal lirie ), affords a pleasing contrast to 
the other lines of the drawing. 
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Fig. 16. 

The station being selected, the student is recommended to hold up the sketch-book in front, with one eye closed, in order to determine how much of the scene is to be trans­cribed ; the farther off the book is held, the less of the subject will be covered. When the extent of the scene is arranged, the book may be gently lowered, and a few dots made on the top margin, merely to point ont the relative situations of pai·ticular features, as the width of the cottage, and the trees. Then remembering to preserve the station, mark the point of sight on the distant horizon. Do not be in haste, but judge of the relative distances of the most pro­minent parts, such, for instance, as the gable end of the cottage and its length, and tenderly mark them on the places to be so occupied. When these or more dots for guides have been placed, examine their relative distances, and compare them with the objects, by holding the sketch­book out in front, so as to see the agreement between them over the margin. To arrange these particulars well at first, will save much trouble in obliterating falsely drawn lines. Be careful in sketching to preserve the perpendicu­lars of walls and chimney; that is, by placing them at right angles with the base line, which is now the lower edge of the sketch-book. This caution is necessary, because the use of the pen in ·writing communicates a facility in makin o diagonal lines. 0 

To prevent the hand from injuring the sketch as it pro-
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C'eeds, commence on the left ,,ith the gable end of the 
cottage, the thickness of the thatch roof, and draw the hori­
zontal line which attaches the ends of the roof, then the 
perpendiculars, and the door. Endeavour to sketch such 
lines with a lightness of hand, or with what is called free­
dom, the effect of which is very distinct from lines drawn 
by a straight-edge ; let them be rather broken, or a little 
wavy, yet having the general appearance of straightness. 
The receding side and roof of the cottage, with the chimney, 
may be sketched in the same way; these tend to the point 
of sight, ;vhich must be judged of as nearly as possible. Then 
let the masses of foliage be sketched with the same ease and 
confidence that the capital letter E, or the flourish of the D, 
are made in writing. Sketch the grounds, in their different 
undulations, rather more angularly, or as if ruggedly dashed 
in, and strengthen the lines where separation of parts seems 
to be required. 

The student should examine the objects of which this 
scene is composed, and consider that the lines for the cot­
tage have one character, the lines for the trees another, and 
the lines for the ground a third character, which detach the 
objects from each other. A simple outline of these three forms 
is sufficient to be aimed at, for the introduction of more 
markings or separations would only tend to confuse the early 
studies. 

The terms flourish and daslz are used to express the re­
verse of dragging the pencil over a form with an apprehen­
sion of doing wrnng ; this must be crude, the other may be 
free. No language could describe the manner in which 
sketching should be attempted, and if it could, there would 
be folly in adopting it; each student, who uses the pencil, 
should discover a manne1· of representing objects, and not 
imitate the mode or style of any person. 

The obviating of the appearance of stiffness or formality in 
sketching, is a power acquired by taste and judgment, after 
considerable practice. The variety of character above al­
luded to is not essential to the simplicity of outline at the 
commencement of sketching, yet it may be aimed at for 
future advantage. 

Returning to Fig. 16 : If the lines on a first attempt be 
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not all the student expected, they furnish a proof that the mind is in advance of the hand, and should operate as a stimulus to exertion. In a few studies he will discover, that, by beginning ·with a cut point to the pencil, it gra­dually wears away, and gives an increasing thic1mess of line; this is often very advantageous, for, as the sketching advances to the foreground, the bolder lines of the pencil contribute to the separation of parts, to regulate distances, and giYe a more spirited effect to the subject. The student will also discover, after a little practice, that, by a gentle twist of the pencil, a fresh point or smface will come in con­tact with the paper, and ·with it a finer line may be drawn. Occasionally, by pressing harder on the pencil, an increase of power will be communicated to such parts as may require separation or additional spirit, as on the rude line which forms the foreground in Fig. 16, and gradually on the path­,rny to the cottage door. "Whatever be done of this descrip­tion, should not destroy the character of a simple outline, which at any future time will clearly define the masses of which the scene may he composed. 
A few lines expressive of the leading features of a scene become far more valuable than if a multitude of markings were introduced, with the design of giving a mOTe exact like­ness. All these attempts to niake-oitt should be avoided for the present. The term make-out is synonymous with niggHng, or spoiling a sketch, by encumbering it with mark­ings which signify nothing, or such as ,vould be soon for­gotten. A sketch is a note "'hence a p:::ge or a volume may be written, and therefore should be as clear as possible. The perspective lines to the sketch may be proved at convenie11t opportunity. In Fig. 16, the cottage stands on a line pa­rallel to the base AB, the point of sight P is perpendicular to the station S; consequently, the rays that regulate the side of the chimney, the upper and under Jines of the roof, and the window on that side of the cottage, all centre in P. Simple as this little study may appear, it mny not at first be very easily executed. Let the student not expect too much, or the first slight impediments he meets Y1-ith may discourage him so for as to cause him to throw away the pencil. A patient, but hopeful spirit, neither fearing diffi-
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culties nor making light of them, is that in '"'·1ich the ear­
liest efforts in dra,ring should be made. Nothing is to be 
done by impetuosity. The mind of the student must calmly 
innstigate for itself, ti11 the secrets of the art, so to speak, 
develope themselves to it, or rather, to speak more philoso­
phically, till the proper faculties become a,vakenecl ; after 
·which it will be in a great measure its own instructor. Any 
principle in art, which may have been thus suggested, re­
mains for ever on the memory, and is ,Yorth any amount 
of lessons, in which the direction of a master bas been only 
follo,Yecl mechanically. It is not indeed tili the mind of 
the student has sought out and ascertained much for itself, 
that lessons are found to be truly useful. The pupil may 
rest assured, thnt in most cases in which great proficiency 
has been nttainecl in the art of delineation, no small degree 
of trouble has been endured, and many failures have taken 
place, before the artist ,Yas finally successful.-It may here be 
proper to mention, tbnt the indications of scenery which are 
presented in these pages, are not intended to be imitated by 
the student, as in the case of prints published under the cha­
racter of copies for imitation, but are given simply with the view 
of illustrating the lessons which we are attempting to convey. 

Suppose a scene to consist of two or more plans, as the 
remains of a castle on an irregular surface, with a mass of 
trees in front and near it as the principal or leading feature 
of the scene, an arm of the sea and remote hills forming the 
background or distance, and a rude foreground. Should 
there be any similar union of objects in the neighbourhood 
of the student, it is recommended that the spot be visited, 
that the hints which accompany the diagram on next page, 
Fig. 17, and the reason for every particular \Yhich is men­
tioned, may be examined, and the principles on which the 
proceedings are founded, investigated, that the student 111ay 
comprehend what is intended to be conveyed in the follo,Y­
ing hints. 

On tlw supposition that such a scene can be visited pur­
posely to be sketched, select 11 station that will present a 
variety of forms or opposition of character, such as lofty ob­
iects contrasted by small objects, which will prevent the 
"appearance of equal hejghts or parallels, and al'3o prevent 
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Fig. 17. 

the scene from being crowded or closed up. The castle to­
ward one side of the picture, and the distance on the other, 
so as to form an irregular diagonal mass, a.re in better 
relief than if the building with the trees were more in the 
middle of the subject. The opposition of angular to circular 
forms produces a pleasing effect in a sketch, and should be 
observed. If the perpendiculars of a ruin be broken, the 
general appearance must be that of standing upright; for 
however mutilated towers or walls may be, there will still 
be evidences of their having been properly constructed. 
When these particulars shall have been considered, pro­
ceed to arrange the situation of the principal mass, by 
dotting on the edge of the sketch-book; and by faintly indi­
cating the forms, determine the horizontal line, observing 
that hills may appear far ?'bove : in Fig. 17, it is at H on 
the extremity of the water, the station is at S, and conse­
quently the point of sight at P, into ·which are drawn the 
visual rays, or lines which regulate the receding sides of the 
towers. These and the perpendiculars being arranged, they 
may be boldly sketched in, and the trees freely marked in 
a character partaking of the semicircular; the fewer mark­
ings the better, for it is the useless separation of parts com­
posing a mass that destroys the breadth and boldness of a 
sketch. The distant hills may be tenderly indicated with a 
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fine point, and the foreground may be coarsely defined "IT"ith 
a broad-pointed pencil, in order to detach it from the parts 
more distant. Here and there an additional spot or touch 
of the bold pencil may be given, to assist in preserving the 
gradations of distance. 

The same object in nature will often present many ex­
cellent subjects for the sketch-book; even moving to a dis­
tance of :fifty yards may present a scene of increased interest. 
Therefore the student should not fail to take adrnntage of 
such stations, and sketch an outline from each, in order to 
exercise the judgment by comparing the subjects afterwards. 
It is also useful to ascertain how nearly the eye has deter­
mined the truth, by applying the rules of linear perspective 
to every sketch at the earliest convenience. Many advan­
tages arise from two or three students sketching the same 
scenes in company, for various valuable remarks are thereby 
elicited, tending to mutual benefit. The sketch-book should 
be preserved complete, as containing records of advance in 
judgment, and correctness of delineation. 

PERSPECTIVE RESUl\IED. 

After the student has in some degree subdued what per­
haps at first seemed obstacles, a little kno,dedge of outline 
and of perspective will have been acquired, enough to have 
established the fact, that their being studied simultaneously 
is essential to advancement in the art. It will have been 
seen that whenever a box, a table, or a house, presents two 
sides to the eye, each side must have its vanishing point, 
and that it is by ascertaining the respective angles for each 
side that the truth of representation depends. The follow­
ing method of proving this from an object in ·nature may 
be adopted :-At the height of the eye, attach to a staff 
which you hold in your hand, a yard or two of thread. 
Select a. station in front of one of the angles of a detached. 
house, so that two of its sides are visible. The eye should 
be kept steadily towards the same point. Now, if the staff 
he held a little to the right in front, and the thread be ex­
tended with the left hand straight across, it will represent 
the horizontal line, and the point of sight will be on it im­
mediately facing the person making the observation. By 

C 
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raising this thread with the left hand, while the eye is kept 
stationary, and at the same time moving the staff nearer or 
more dista..11.t, sidewise, till the L.'lclination of the thread is 
in agreement with the inclination of the tops of the roof, win­
dows, and door on one side of the house, the termination of 
the lines so formed will be where the thread is attached to 
the staff. This termination is the vanishing point. The 
architectural regularities on the other side of the house 
must then be traced in a similar manner to their vanishing 
point on the horizontal line. Let all this be done delibe­
rately, and it will show that whatever may be the difference 
in the dipping of the thread on the respective sides of the 
house to their vanishing points, they will be comprehended 
in an angle of 90 degrees, taken at the station. 

On such occasions the point of sight is in the object 
viewed, and perhaps in the centre of the picture; in which 
case, its base, or width, regulates the station, and the va­
nishing points are on each side of the point of sight at the 
same distance as the station. This may be exemplified in 
the different diagrams, by placing one foot of the compasses 
at P, and extending the other to S, when, by sweeping an 
arc from S; it will intersect V 1 and V 2 on the horizontal 
line. Perhaps it would here be useful to repeat that which 
has already been explained, that in the diagrams, such for 
instance as Fig. 17, the S is placed for convenience higher 
up than it ought to be ; its real position being at the lower 
point of the equilateral triangle, on which all sketches are 
constructed. If the station S be removed from the angle 
of 60 degrees 0, the object is viewed at a different angle, 
which causes a diminution on one side and an increase on 
the other, equaf to 90 degrees ; that is, the decrease in the 
angle on one side of the perpendicular, is made up by the 
increase on the other side to an angle of 90 degrees, taken 
at the station on all occasions. 

Pavement in Perspective.-:Fig. 18 is illustrative of the 
manner in which a regularly consh·ucted pavement, with 
the corners of the squares towards the spectator, is put into 
perspective. This diagram should be particularly observed, 
as it forms a basis on which a ,ariety of objects may be 
easily subjected to the rules of linear perspective. It is 



PA VE1'1E:N"T SEEN IN PERSPECTIVE, 

t,:! 
q 
t" 

~ 
~ 
~ 
~ 
UJ 
"d 

~ ..., 
H 
..-: 
~ 

C;J 
~ 



40 DRAWING AND PERSPECTIVE, 

also calculated to give much pleasure in the dra",jng, by its 
simpucity, by the fitness of the parts, and by the conviction 
of its just representation of nature. To pre,ent any disap­
pointment, the means are now described by which a dia­
gram the size of the annexed may be drawn ; all the minutire 
must be carefully attended to. 

Draw the base line across the paper, by the straight~ 
edge. At about the middle of the drawing-board determine 
the centre at right angles, and draw the line from top to 
bottom of the drawing-board. From the centre intersec­
tion at 1, measure off and mark with the compasses, with­
out piercing the paper, twelve equal spaces on each side. 
Then determine the horizontal line H, and draw it across 
the paper parallel to the base AB : to be certain of this, 
measure the spaces between the extremities, which must cor­
respond exactly ; then take five divisions on each side of 
the centre mark 1, for the width of the pavement, and draw 
the base line from 5 to 5, that is, AB, in a strong line j 

then take the angle of 60 degrees, which forms an equilateral 
triangle with the base, on the perpendicular beneath, as 
heretofore, at 0, and mark the point of sight on the hori­
zontal line P : Take the angle of 90 degrees, that is, of 
45 degrees on each side of the perpendicular at 0, and 
project the diagonals on each side till they intersect the 
horizontal line at V l on the left, and V 2 on the rjght. 
Ascertain the correctness of these points by placing one foot 
of the compasses at the point of sight P; and extending the 
other foot to 0, sweep a semicircle, and the points of dis­
tance -will be intersected exactly; that is, they will be equi­
distant from P : Next, place one foot of the compasses at 1, 
and mark off on each side upon the base line the distances 
from P to V 1, and from P to V2: Draw the perpendiculars 
at the extremities of the base line, which must intersect the 
points of distance: Draw the visual rays from the numerals 
5 to 5 on the base of the pavement to the point of sight P : 
From the angle formed by the perpendicular at the extremity 
on the line of numerals A, draw the diagonal to V2, and 
from the angle formed at the opposite extremity of numerals 
B, draw the diagonal to V 1 ; these diagonal lines will in­
tersect the visual rays P 5 on each side at L, and intersect 
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each other on the centre visual ray 1 P : Draw the hori­
zontal line from one intersection L to the other L, and 
the perspective view of the square pavement is determined. 
At this stage of the drawing, observe if all be correct; the 
diagonals should intersect the visual rays 5 on each side of 
the pavement at LL, so that they be in a true horizontal 
line. Also obseTve if these diagonals intersect each other 011 
the centre ray 1 P; these must be accurately dra-nrn, or the 
result will not be satisfactory. If any incorrectness be dis­
coveTed, the error probably will have arisen from not having 
placed the point of the pencil in the marks made by the 
compasses, or from not having held the pencil so that the 
lines were drnwn close to the straight-edge from one end to 
the other. The student should endeavour to preserve a 
neatness in the drawing of this diagram; and, to assist in 
this, it is recommended to £x a needle or a pin firmly into 
the drawing-board at the point V2, against which the 
straight-edge may be pressed, while the other end is placed 
at the farthest numeral on the line A, so that the point of 
the pencil will enter the mark made by the compasses, and 
thence be drawn truly. "\V-ith these precautions, draw the 
diagonals from the respective numerals to V 2, crossing the 

,perspective square only, until 4 on the right. If this have 
been properly attended to, the diagonal from 5 on the left 
will intersect the opposite angle of the pavement at L, and 
the gradual diminution of the receding squares from L to 5 
will pleasingly appear. Then £x the needle at V 1 J and 
turn the drawing-board with the base line upvrnrds, that the 
lines may be more correctcy- ruled from the compass marks. 
Be careful to press the straight-edge against the needle at 
every line, and continue, as before, to draw the diagonals 
from the numerals on the base line B into the point V ] , 
until the perspective pavement be completed, observing that 
the diagonal from the angle of the pavement B intersects 
the visual ray 5 P at L on the opposite side. Now, if all 
be carefully dra,vn, the diagonals will alternately intersect 
each other on the visual rays, and truly shew the din1inution 
of all the squares of the pavement, as seen with their cor­
ners to the front. 

From this diagram the truths may be deduced-that eYery 
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representation from nature, be it of buildings in a landscape, 
pieces of furniture in a room, or a machine of many com­
plicated parts, will have its vanishing points in agreement 
with the angle at which it is viewed, and that these points 
will be on the horizontal line, while there is but one point of 
sight. It will also appear that objects standing on bases~ 
regulated by such squares as are exhibited in Fig. 18, would 
be similarly operated upon by the laws of linear perspective. 

Steps drawn in Perspecti1Je. 
Fig. 19. 

A flight of steps offers some peculiarities worthy of notice. 
In Fig. 19, the base AB regulates the angle of 60 degrees· 
at 0, perpendicularly placed beneath the centre. The re­
moval to the station is marked below the base line to S, 
and perpendicular to the point of sight P. The projected 
lines of the angle of 90 degrees at S are drawn right and 
left, till they intersect the horizontal line, and there deter­
mine the vanishing points V 1 and Y2. 
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In the sketching of such a scene from nature, commence 
with the nearest perpendicular of the step I, and proceed 
as follows :-Faintly mark the diagonal line that intersects 
the projecting corners of the steps on the same ascent, KL : 
Fixing needles at the vanishing points, against which to 
press the straight-edge, draw the base of the step I from VI, 
then the line to meet the corner, next the base of step 2, 
then the line to meet the corner, and so on for the other 
steps on the first ascent: Place the straight-edge against 
the needle at V2, and into that point draw the base lines 
and the lines from the corners of the steps I, 2, and 3, also 
the levels at the other extremity of this ascent of steps, 4 : 
Turn the straight-edge again to V 1, and draw the cones­
ponding levels where they meet the wall at 5. After the 
broad space above the fourth step, the levels of the steps 
become less, and, at the second step of this ascent, they are 
quite invisible, from being situated above the horizontal 
line : At this second ascent faintly draw the diagonals which 
intersect the corners of the steps, as at 6, and mark the per­
pendiculars: From VI draw the lines which indicate the 
edges of the levels to the corners of the steps ; next turn the 
straight-edge to V2, and draw the edges of the steps; then 
the perpendiculars, which "''ill be regulated by tLe diagonal 
line 6. The third ascent is regulated by the proceedings 
that were observed at the first ascent, from their respective 
vanishing points. 

Fig. 20, in next page, shows the method by which the 
situations of windows may be properly drawn in the repre­
sentation of a house, seen obliquely. 

Draw the base line AB : Find the angle of 60 degrees on 
the perpendicular from the centre, and mark the station S: 
Determine the horizontal line H, and the point of sight on 
it, perpendicular to S: Find the angle of 90 degrees, and 
draw the -lines to the vanishing points V 1 and V2: Draw 
the nearest perpendicular of the house C, ancl fix where the 
nearest windows are placed, also their height and width, 
DE: Draw tl1ese diagonals to the vanishing point V2; they 
regulate the diminution of the heights of all the windows: 
Draw also the cornice and the base lines; then draw a fine 
line F parallel to the horizon, and touching the perpendi-
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Fig. 20. 

R 

I 
cular C ; then, with the compasses, take the measure of the space between the perpendicular C, which is the corner of the house, and the edge of the window D, and mark it on the line F as at l ; then take the width of the window E, and mark it as at 2. It is better to have a second pair of compasses to prevent mistake in the alternate alteration that is required, or the space for the ·windows may be marked with the point of a needle on a piece of m:iting-paper, and then marked off carefully on the line F ; then the compasses will mark the space between the windo,vs only. The small projection which separates the centre from the wings must be noticed, as at G ; then the space with compasses 4, then the window 5, then the space 6, then the window 7, then the space 8, then the window 9, then the space 10, then the window 11, then the space 12, then the window 13, then the space 14. This being the farther extremity of the centre of the house, the corresponding projection to G must be r,oticed, as being so much of the next space hidden behind the projecting centre; it will therefore be marked 15, then the window 16, then the space 17. These compose the spaces and widths of windows as seen in the front of the house; and it must be mentioned, that the points which have been made on the line F, must be perfectly true on 
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the line, or the truth of the diminution ·will be impaired. 
Now assume a point about the middle of the house on the 
horizontal line, as at K, and draw diagonals from all the 
points made on the line Finto the point K, observing that 
the point of the pencil runs into both at every line. A 
needle may be placed at K, against ·which the straight-edge 
may be pressed, to assist in drawing the diagram correctly. 
Now, the diagonals which regulated the diminution in the 
height of these ·windows, as drawn to V 2, will be intersected 
by the radii drawn from the point K into the marks on the 
line F, and those intersections will show the diminution of 
·width according to the laws of linear perspective. 

As this diagram may be found crowded with lines, the 
student is recommended to examine the intersections care­
fully, and mark the forms of the windows with a hard pencil, 
nnd then draw in all the perpendiculars as regulated by the 
radii on the diagonal lines. If in this state of the diagram 
there should appear any confusion, it will be far better to 
commence another; and the larger the drawing is, the less 
risk is there of disappointment. The side of the build­
ing, that is, the wing and the portion of the centre seen 
above, with the little projection at G, are drawn by dia­
gonals to the vanishing point V 1. 
• The student is advised not to pass this diagram without 
having obtained a perfect knowledge of the principles by 
which the diminutions are regulated. Difficult as this 
may appear, it ought by all means to be attempted, for 
it cam10t be too strongly impressed on the mind, that no 
perfection in drawing, no delicacy in :finishing, nor bold­
ness of effect, can atone for deficiency in perspective. When 
a little progress has been made in this, so that the judgment 
is prerared to understand the arrangements which objects 
must undergo to be correctly represented on a flat surface, 
a scene in natme can be sketched without the interposition 
of a difficulty. Linear perspective seems to communicate 
to the mind, ,11-hile engaged in drnwing, a confidence like 
that which is felt by a person who speaks on a subject upon 
lvhich he has previously acquired a critical knowledge. 

Fig. 21 represents a method by which to put archways 
into perspective. 
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Fig. 21. 

C 

The base AB, the horizontal line H, and the point of 
sight P, are determined as in the preceding diagrams. In 
this it vvill be seen, that, if the point P had been retained 
i..~ the centre of the subject, the sides of each respecti-ve arch 
would have been alike; to obviate this, P is placed a little 
to the left of the centre. 

This is a subject which may often be met with, and the 
student is advised to study such objects in natme, be they 
of one or more arches; ever remembering that the station 
must be preserved ·with the head towards the point of sight; 
the eyes only are to be turned from one part to another: 
The observance of this will teach the distance at ,vhich to 
take a station for such studies. If it be taken too near, 
too little of the subject will be seen. If it be taken too 
far off, then there will be more expansion than is required, 
and the subject will not show the minutire. 

Suppose such an object as Fig. 21 to be in front of the 
student : The piers between the arches should be sketched 
as perpendicularly as possible, and the arches turned by 
hand; then the· depth of the receding sides, as nearly as the 
judgment may direct; and as much of the masonry as may 
point out the perspective of the subject : Then, while all is 
fresh in tbe memory, attach the sketch to the drawing­
boarcl, and by the T square draw the base AB, the hori­
zontal line H, the point of sight P, and the vanishing point 
V 2 : Then, by the T square, correct all the perpendiculars 
and horizontals : Draw the line CC, which is the chord of 
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the smaller arcs, and DD, ·which is the chord of the large 
arc, and observe that the perpendiculars intersect the line C, 
and those of the centre arc at D : Then find the centre for 
the arc 1\1, and describe it correctly from one perpendicular 
into the other : Do the same from their centres to the 
smaller arcs ; and thus the super£cies of the su~ject will be 
defined : Then drnw the visual rays from the base of all 
the pe1-pendiculars E, and from the intersections on CC and 
DD, to the point of sight P, which give the receding lines 
for the visible sides of the archways. If the piers be square, 
a line drawn from the base of the perpendicular of the 
centre archway E, to the vanishing point V 2, will give 
the perspective width of the receding parts. If the piers be 
one square in front, and two squares · deep, mark off a square 
to the left of the perpendicular, as at G; and a diagonal 
drawn thence to V 2, will give the receding depth where it 
intersects the visual ray EP at K. At this intersection 
draw the horizontal line I ; and where this intersects the 
visual rays at EP, as at K, raise the perpendiculars till 
they intersect the visual rays OP and DP, as at LL. Thus 
will the receding sides of the arch,vay be determined. To 
find the arc at the farther end of the subject, draw the hori­
zontals LL; and the visual ray MP, where these intersect at 
N, is the centre on which th~ arc may be described. The 
smaller arches are to be found by a similar process. 

Now, the correcting of such a sketch by the application 
of the rules of perspective, will show the student where 
the eye and hand have failed in giving a faithful representa­
tion of the object. Therefore, again let the student visit the 
spot, taking a station strictly in agreement with that in the 
drawing, and compare the corrected lines with those which 
nature will present. Let all be rigidly examined, and the 
result will not fail to be satisfactory. 

It is recommended that every opportunity should be taken 
to sketch such subjects from nature; they furnish excellent 
studies for linear perspective, and one such study would 
convey more information than the copying of a dozen draw­
ings or diagrams. 



48 DRAWING A....'\D PERSPECTIYE, 

BLA.CK- LEAD- PE::--CIL DRAWIXG. 

,Vhen a few varieties of subjects shall have been sketched 
from nature, with the mind employed on the best means of 
conveying to the sketch-book what is seen, let the sketches 
be compared ; let the character of the lines be examined, to 
ascertain if they express the intention, to adopt such as ha.e 
meaning, and to reject those which may be vague. Im­
pro,ement never fails to attend such investigations ; they 
become necessary, since there can be no clear directions how 
a student should express with a pencil the complicated forms 
which nature presents to the view. A sketch, like a memo­
randum, should be made so as to recall the thought, but it 
must be given in the language of the writer. All persons 
who sketch have adopted some mode of their own, which 
habit has improved to various degrees of perfection . No one 
can have any just motive for imitating the style of another; 
it may be compared to the acquisition of a provincial dialect 
preparatory to studying the purity of a language. The de­
lineation of characteristic forms with freedom and conect­
ness, is a power not to be obtained by chance nor by 
purchase, but by patient assiduity, and judicious observation 
in frequent appeals to natUl'e. It is always beneficial to 
become acquainted with any successful means by which 
others have attained excellence, an.cl it is justifiable to ob­
tain a knowledge of the mechanism which mingles ,vith the 
art; but, as we have said, every one ought with diligence to 
form a correct style of his o,Yn; and the nearer he approaches 
nature in his representations, the higher is his excellence as 
an artist, and the more will his productions be appreciated. 

Black-lead-pencil drawings have their admirers; they 
can be finishec1 up to considerable neatness, or to powe1ful 
effect; and therefore a few hints respecting such use of the 
lead pencil are subjoined. The pencil should be of the best 
Cumberland lead, and it should not be cut to a point, 
after the first time, until the exhaustion of the lead renders 
it absolutely necessary. The blunted pencil, by being icaved 
upon a form, is capable of giving to it any degree of shade. 
The term wavecl is not explanatory: the process is, passing 
the pencil backwards and forwards in zig-zags of conve-
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nient length, in such manner as not to repeat one marking 
on another, but so close as to produce an equality of tone 
over the space required. This uniform tone is callecl the 
grain; and by judicious ,YaYi.ng, in different directions, any 
gradation of strength may be communicated. The point of 
the pencil is destructive to the effect alluded to, because it 
will give a line which repetitions only render more offensive. 

The clearness of this grain produced on masses which 
have been previously drawn with a tender outline, is essen­
tial to the preservation of distances by gradations of power. 
It is the pe1fection of this kind of drawing, to effect as much 
as possible independently of outline, or the evidence of it 
in the process of waving in the masses. Thus, the most 
remote parts may be waved in, as if there were so little 
light on them that they would be indistinctly seen-these­
cond plan waved in as if a greater degree of light, or rather 
distinctness, were cast upon it, the objects being more de­
fined and proportionally stronger than the distance-the 
foreground waved in with the greatest degree of light cast 
on it, so as to render every part evident, by power and 
characteristic touch. 

When the student shall be more particularly directed to 
this species of drawing, the remarks which are made under 
the heads Light, Shade, and Effect, will apply to this use of 
the lead pencil. It is presumed, hovvever, that any atten­
tion to an inferior means by which to obtain knowledge, 
may be disregarded, particularly when the superior method 
is more practicable. The consideration of outline, as far 
as it is conducive to knowledge of forms, may therefore 
be continued, and light and shade reserved for practice with 
tints. 

In examining a natural scene, it may be observed that 
all is void of outline, ancl that every distinct object is 
relieved from that which adjoins it, by a separation of ljght, 
shade, or other accidental peculiarity. In sketching, ne­
vertheless, outline is adopted, because it is the only means 
of obtaining a knowledge of the forms, and the simplest 
means of detaching them; but immediately after the stu­
dent shall have become acquainted with the form of an ob­
ject, it must be considered as having been operated upon 
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by light, and the portion of outline which is next the source of illumination, should be more tenderly defined than those parts which may be differently situated. Now, this attention to light and shade in outline is preparatory to the more correct representation of nature, and the student ought to be satisfied, that, in whatever may be attempted, time will not be lost in the endeavour to preserve the pro­per lights and shades. At first, these undertakings should be of the simplest kind : there is no production of bountiful nature that is not worthy of consideration, or that is in­capable of yielding its reward to the attentive student. Sup­pose it to be the leaf of a willow, the elongated curve, with its smooth edges, and tapering vein down the centre, offer practice for command of hand in conveying the imitative lines to the paper, while a perfect knowledge of the charac­ter of the leaf is at the same time acquired. It is impossible thus to appeal to original nature, without obtaining valuable information. 
The leaf of the elm, with its contracted curve, serrated edges, and many veins, offers subjects for practice and closer inspection of form. The oak, with its longer leaf ancl wav­ing edges, presents to the investigating mind a great variety of form and character; but these leaves present themselves in many peculiar forms, that give an increased interest to the lines that may describe them. They are to be seen curved in a picturesque manner, twisted in fantastic shapes, and clus­tered beautifully. Let the student select from any tree a small sprig, having three or four leaves, and place it natu­rally in front of the drawing-board, as an object for study. Then attentively examine the position of each leaf, its gTaceful connection with the stem, and the insertion of the leaf~stalk into the wood. Such a tranquil investigation of the distinct pm-ts of which the object is composed, has been observed to lessen a confusion of ideas that takes possession of a juvenile student, when as a whole it has been contem­plated, or rather glanced at, with a fear of not being able to imitate what was seen. Why fear? why delay? has been asked. Not knowing where to begin, or not perceiving how to separate the parts, has been the answer. This was not deficiency in power of mind, but a seeming reluctance 
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to call it forth. Nothing can be done while the eye is roving 
over the object ; no beginning, no end appears. Let the 
mind be brought to act upon what is required ; direct the 
attention to that part which may be deemed the principal, 
or the most conspicuous leaf upon the sprig; consider its po­
sition; observe if it project to the front, or laterally; what por­
tion of the upper surface is seen; and if so, bow it is curled 
to display any part of the under smface. Wben all that 
relates to the principal leaf has been thought upon, the part 
on which to commence is suggested to the mind, and the 
hand imitates that to which the eye is studiously directed. 

The first leaf being lightly sketched, it is easy to add an 
adjoining leaf, and so on till all be on the paper. The 
student should then coolly criticise his work, looking over 
every part, to detect any deviation from the forms of the ori­
ginal. If this examination and correction produce likeness, 
let the lines and characteristic marks be drawn in with a 
firmer or bolder pencil; very often the most trifling touch in 
addition will communicate what seemed to be required to give 
character to a leaf. A weaker line on the side which meets 
the light, and the stronger line confined to those parts which 
may be opposed to the light, materially assist in giving satis­
faction, from the spirit which such sketching imparts. The 
student is at all times advised to be sparing in the use of 
Indian-rubber; at times jt is useful, but generally it is 
brought into action, because thought had not previously been 
sufficiently employed. 

Fig. 22. 
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Fig. 22 may serve to con,ey an idea of what is intended 
11,r the preceding remmks. The light is from the left, on 
,Yruch the tenderest lines are preserved, while those opposed 
to the light receive a more po1""erful marking, with occasional 
increase of force. Such studies as these should be made in 
the fields, ,,here there is not a hedgerow but presents num­
berless subjects, each -with its form and characteristic touch 
-the plantain, the clock, and the thistle ; the fern, the briar, 
and the thorn. The advantages to be derived from consult­
ing these o~jects ··where they grow, must be obvious to every 
one who vri.11 admit that originals are superior to copies, 
"hich all prints and d.ra-nri.ngs are. The student can as 
easily copy from natme as from an imitation of nature; in the 
one instance the sketches are such as were dictated by love 
of the art, and so far are originals; in the other case, how­
ever closely the sketches may have been imitated, they are 
mere servile copies of what another thought to be represen­
tations of nature. The only method by which to produce a 
satisfaction that stimulates to exertion in dTmYing, is to 
study and copy carefully the characteristic forms of objects 
as nature presents them. Let the student be provided with 
two sketch-books, one for scenery, and the other for smaller 
studies, called " bits.'' That ,,hich is shut may serve as a 
seat for the draughtsman, while he has his pencil at work 
upon the other. In sketching a plant, first observe if the 
outline be smooth or rough; how the leaves project, re­
cede, point Yertically, or recline on each other. EndeaYour 
to arrive at a comprehensive notion of the work that is 
to be done, including a perception of what is very appro­
priately called the feeling of the subject. Then commence 
by sketching the form of the principal or most conspicuous 
leaf with a tender line, and correct it, if required, without 
rubbing out, until the general form of the leaf shall appear 
amid the slightly sketched lines; this the mind will seize 
upon, in consequence of the likeness being perceived; then 
let this line be put in with a little more power, a11 cl with a 
handkerchief brush away the first trials. The leading fea­
ture of the plant being thus laid down, · the rest, which are 
necessarily of the same character, will be easily executed, care 
being taken to observe from what part a second ieafmay issue. 
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Be attentive to the commencing line of each leaf, and proceed 
as with the first, till the whole group be sketched in. Do not 
neglect any part, nor conclude that enough has been sketched 
of a subject so simple, nor think that at another time it may 
be more carefully attended to; these are the causes of failure; 
no time is like the present; endeavour to obtain a correct 
outline, at the risk of being considered very slow. Let the 
object be well sketched, and rapidity will soon be acquired. 
When the character shall have been fixed, the detail will go 
smoothly on; the knowledge of the plant, with its peculia­
rities of growth, and its natural appearance, will never depart 
from the memory. With respect to indicat~ons of light and 
shade and touch, the soft pencil may be pressed with power 
on the shade-edge of the leaves, with occasional repetitions, 
or the thickness of touch may be doubled, to indicate curves, 
or the curled edges of leaves. At all times give a boldness 
of line ·with a pencil rather soft, because it can be used with 
more freedom, and will communicate more spirit, than a 
hard or fine-pointed pencil. The lines of which a sketch 
may be composed, will appear fine or coarse, more by a com­
parison between the strength of the lines on its light and on 
its shade lines, or touch, than by reference to ordinary thin­
ness or delicacy of line. This is mentioned to induce a bold­
ness of outline in whatever may be attempted from nature, 
since it admits of freedom in execution, and expression of 
character which can be recognised, while the efforts with a 
fine-pointed pencil produce a meagre ancl spiritless effect. 

Fig. 23. 

Fig. 23 is a combination of rural objects that may fre­
quently be observed on the road-sides. These ar_e simp~e 
subjects, but they possess character, and such as artists avail 

D 
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themselves of as accessories in landscape painting. Every 
production of nature has its value; the smooth edges of the 
coarse grass, as the blades curve in various directions, are 
worthy of the attention of the student, presenting a va­
riety of sweeps and accidental forms that will assist in 
giving freedom to the use of the pencil. The same tuft of 
grass will furnish enough for several studies ; on the diffe­
rent sides new combinations become visible, and each with 
its share of interest. On such subjects select the blades of 
grass which are most prominent, let the character be clearly 
defined, and let those curves which project be distinguished 
from those which recede or fall sideways; without this, the 
whole will be a mass of confusion, which no after-corrections 
can render clear. These may appear tedious to the ambi­
tious student, but they teach how essential patience is to 
the obtaining of a correct sketch. It is by searching for the 
various beauties, and carefully copying them into the sketch­
book, that the characters can be appreciated; and it is by 
reference to those judiciously selected transcripts from nature, 
that the remembrance of their peculiarities is preserved.-r.• 

* Mr D.R. Hay, in bis excellent work," The Laws of Tiarmonious Colouring," 
has the following practical observations on the method to be followed by young 
men in gn.ining a knowledge of drawing, "ith reference to patterns, decorations. 
and ornamental designs:-" The course of study I am about to point out is within 
tlle reach of all-even those in the most humble situations of life. They will find 
it of easy acquirement, and a source of continual enjoyment, in the improved me­
dium through which it will lead ihcm to ,·fow the most ordinary productions of 
rniture. She shall be their instructor; for a ll that I can pretend to do, is to point 
out to them a practical mode of recciYing her lessons. To the uninitiated I there­
fore adclre5$ myself; and let them not be dissuaded from beginning, b.v having 
no predilection for the stucly-the more they persevere, the more they will love it. 

In the first place, your attempts ought to be of the most simple nature, and on 
as large a scale as you can conveniently adopt; therefore begin by proc1u·iJ1g a 
black painted board or slate, of from two to three feet square, and with white 
rJhalk practise the drawing of squares, cir<:lcs, and ovals, ,,·itliout any guide to 
your hand. You may make yourself copies of these fi~res by the ordir.ary rules. 
When you are tolerably perfect at these, upon the proper combination of whi ch 
depends all linear 'harmony, you may practise in the bame way triangles, hexa­
gons, octagons, and such other figures as arise from the various combiuations of 
the straight line. Next, by your circular and oval lines, you may form crescents, 
circular and flattened volutes, regular undulations, and other figures, which 
a.rise oat of their various combinations, first making an accurate copy io yourself 
of each figure by measurement, and continuing to practise w1til you can form it 
by the eye with perfect ease. .A void forming your figures by little bi t8 at a time; 
do ea.ch line as much as possible by one sweep of the hand. \Vben you find your• 
self pretty peifect in this kind of practice, I would recommend you at once Lo 
draw from nature. You may take for your first subject a cabbage leaf, the larger 
the better; and persevere in cop);ng it, full size, un til you can represent it accu­
rately in outline, with its priJ1cipal fibres. You may then vary your practice by 
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CHARACTERS OF FOLIAGE. 

In an elaborate work on Landscape Drawing, published 
by Leigh, London, there are the following remarks on the 
characters of foliage:-" \\7 hen a tree is near the eye, the 
leaves are d.istinct1y separated from each other; their parti­
cular form, the insertion of their stems into the branch, the 
pe1fection of their local colour, are all apparent. Remove 
this object to the second plan, the foliage assumes masses, 
retaining the character, but the tone is altered; the separa­
tion of parts is no longer evident, yet it is recognised as the 
object previously inspected. Remove it still farther from 
the eye, the masses assume a uniform tone, relieved by in-

other simple subjects of a similar kind, until you find you can do them all with 
case. 

Before endeavouring to draw more than one lea.f at a time, you must know a 
little of perspective. The most simple mode by wh ich you will attain such know­
lerlge of this art as will be most useful for your present purpose, is to hang a cir­
cular object, such as a hoop, between you and the window; set it a-moving gently 
round, recede a little from it, and you will find that, as one side of it retires and 
the other comes forward, the circle which it dcsc1·ibes becomes narrower and 
narrower, until it disappears altogether, and leaves nothing but a dark line, as if 
a stick instead of a hoop were hanging before you. I recommend you to do this 
between you and the window, because the hoop will appear like a dark line, and 
you will thereby be better able to mark the change th at takes place in the sha)le 
o!' the circle. Fix it in va1·ious positions, and draw from it, and observe that it 
is a different figure from an oval. A knowledge oft.his simple fact is all thH.t you 
require of perspective in the meantime. You may now bang up your cabbage 
leaf, or that of any other large and well-developed vegetable, and you will observe 
the same change in its fignre as it turns round. Make an outline of its shape 
while its front is half turned from you, then bring it from between you and the 
light, and place it where the light will fall upon it, with its face half turned from 
you as when it bung before the window. Take your outline, and within it draw 
the principal fibres :is you see them. To do this properly will require a great deal 
of practice, but it will pave the way to your being able to draw the most complete 
groups of flowers and foliage that can be placed before you. You may now hang 
before you a small branch of any tree or plant with two or more leaves upon it-­
the larger the leaves are, the better--and endeavour to ma.ke outlines of them, 
varying their shape according to their perspective, as already described; be par­
ticular on this point, for a great deal depends upon it. 

You may now lay aside your chalk and slate, and provide yourself with a few 
sheets of common cartridge paper, and some pieces of common charcoal-that 
made from lime-tree is the best. Stretch a whole sheet of your cartridge paper 
upon your board by a wa.fer or a li.ttle paste at each corner. Place before you a 
cabbage, cauliflower, stalk of dock blades, or any such large vegetable, and they 
will be more picturesque if the outer leaves are hanging loose. Copy these care­
fully in outline, using your charcoal gently, that any inaccuracy may be easily 
dusted off. A large thistle with its foliage is likewise.an excellent example, but 
m ore difficult. Indeed, you cannot go wrong in your choice; hemlock, fern, 
nettle, are all worthy of your study. From these the richest and most effective 
of Gothic ornaments were taken by our forefathers. The more you study such 
subjects, the more beauty and grace you will find in their forms." 
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dications of light and shade, softened by the intervention of 
atmosphere. Remove this object still more distant, it is 
rendered indistinct, and forms a portion of the mass oflight 
or shade in which it may be situated. Nature presents 
these appearances to every inquiring eye, and the mode of 
representing them must depend on the perseverance of those 
who delight in transcribing them into their sketch-books." 
This is so just, that the student might imagine the tree first 
inspected retiring gradually into indistinctness, and display­
ing, as it receded, the clue portions of aerial effect. It also 
teaches how tenderly the outline must be expressed in ex­
treme distance, how much more evident the marking may 
appear in the mid-distance, how much more defined the 
form becomes by light, shade, and markings, on the second 
plan, and how distinct the expression of character and power 
of touch ought to be, as they approach the eye or the 
foreground. 

Fig. 24. 

Fig. 24. The willow has been represented by perpencli­
cular markings, terminating in a point, to give the idea of its 
pendant foliage. A broad mass of light is usually preserved, 
and an increase of markings is given to one side of each 
sub?-ivision of foliage, with considerable po1Yer of charac-
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teristic markings on the shade-side of the tree, besides an oc­
casional repetition of touch for effect. 

Fig. 25.. 

Fig. 25. The fir has been represented by short angular 
markings connected with each other, much like the scratch 

Fig. 26. 
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,ivith a pen to obliterate an incorrect word. These markings' 
are continued in agreement with the projections of the 
branches, are repeated with increased power on the shade­
side of the tree, and a few slight markings are given on the 
extremities, and beneath the masses, to indicate foliage on 
the farther side of the tree. 

Fig. 26. The elm has been represented by escalops in 
a semicircular direction, so distributed as to give the idea 
of thick foliage ; the masses are separated by detached 
markings, indicating the same character, and their rotun­
dity given by repetitions, with occasional increase of power. 
A few dots on the extremities "'ill relieve the harshness 
of the outline, where the escalops are too evident or re­
gular. 

Fig'. 27. 

Fig. 27. The oak has been represented by a character 
which partakes of angular and broken circular markings, 
intermingled with dots and sharp touches. The lighter 
parts are pencilled tenderly, and the shade portions are 
repeated upon, with additional power given by sharp angular 
markings. 

These varieties are introduced for the purpose of showing 
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the means which ha,e been resorted to by those who attempt 
to express the characteristics of foliage with the black-lead 
pencil. They exhibit principles on which the student may 
proceed to sketch from any of the trees. Suppose one to 
have been selected as a study suited to the foreground of a 
drawing, where its peculiarities are required to be displayed. 
Let the growth of the branches be observed; a straight line 
is rarely to be seen, nor do they spring from each other with 
uniformity; there is usually an undulating line, often grace­
ful, or a wild luxuriance, ever pleasing, in these supports to 
the foliage. Let the effect of the leaves which may com­
pose a principal mass be indicated, not the outline of a leaf 
or leaves, which would prove labour in vain, but what is 
seen as much by the imagination as the eye ; that is, not the 
detail, but the effect. Perhaps the recollection of a cha­
racteristic form, such as in the foregoing diagram, may 
a.ssist in determining how to commence; at all events, Jet 
the student proceed to sketch from a tree in nature the 
rrincipal mass and the projecting boughs; then pause, and 
examine if the lines give the idea of the objects. If too 
much regularity appear, destroy it by projecting a touch or 
two on the extremities, and attack any formality by addi­
tional markings, in conformity with the character adopted. 
Oftentimes the mere waving of the pencil, or a powerful re­
petition with the broad point, will not only remove a mo­
notonous appearance, but communicate characteristic spirit 
and effect. 

Experience has shown, that, while students could sketch 
the extremities of various branches of trees with good effect, 
they have felt embanassed in giving a corresponding cor­
rectness to the rnu.ss, or masses of foliage, belonging to the 
same tree. This has arisen from not having duly considered 
that each mass required to be treated as a centre, from 
which the character should be spread towards its respective 
boundary, with such discrimination as to obviate all ap­
pearances of formality, and then, by the introduction of re­
petitions of markings and touches, to arrange the separate 
parts, so as to preserve but one central mass, however it 
might be situated. A few trials, with the observance of 
these particulars> will rrmove the difficulty. Sometimes 
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the student -w-ill find that the circular escalopings of the 
sketch, as they are added towards the edges of a central 
mass, appear unpleasingly regular, having a likeness to 
rows of scales. This has arisen from continuing to give 
the forms with the pencil equally pressed on the paper ; 
it should play freely, with occasional breaks, or dottings, 
that imply the intended character rather than its too evi­
dent detail. These are methods that may be resorted to 
when no other may occur to the student, who, after all, 
must be chiefly guided by feeling and judgment when the 
objects are before him. 

It will be proper occasionally to show such sketches to a 
friend, in order to have the benefit of his remarks. Al­
though the individual thus put into the place of critic may 
be unacquainted with art, he can scarcely fail to distinguish 
the truth or falsity of the drawing to nature. And where 
such individuals can conscientiously give a little approba­
tion, it may be of important service in stimulating the stu­
dent to further exertions. 

During the study of perspective and outline, the black­
lead pencil is the best instrument which can be used, and 
for sketching it is indispensable. But when light and shade 
are to be added to outline, this instrument yields to the 
camel-hair pencil, which, by means of tints, can give a 
representation of those natmal appearances, in a much more 
simple and easy manner. Some explanation of what is 
meant in art by ligllt and shade, will form an appropriate 
introduction to the subject of Tinting. 

LIGHT AND SHADE--TINTING. 

In every scene, during the presence of light, some parts 
fall immediately under the effect of the light, while others 
are throvm into shade. In art, advantage is taken of this 
mixture of light and dark parts, not only for the facility 
with which it enables the draughtsman to separate the parts 
of a scene, but for the agreeable effects which may be pro­
duced by the judicious association and distribution of the 
light and shade. In the representation of a round object, 
it is only by a careful disposition of the light upon the 
convex part, and the truth of the attendant reflected light 
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and shadow, that the appearance of roundness is communi­
cated. The means by which the effect of light and shade 
are to be produced by tints, are now to be described. First, 
with regard to the preparatory steps in the process. 

The student should he provided with the best hard draw­
ing-paper, which may be had of various size and substance. 
For subjects in which minute and fine delineation is re­
quired, the paper should be smooth on the surface; but 
when the subj ect is of a rural character, in which all the 
shagginess of nature is to be introduced, the paper should 
be of a rough description, for roughness of smface in such 
a case ·will assist in giving truth to the representation. 
Drawing-papers have frequently a greasiness of sm-.face, 
which prevents a tint from being spread with evenness; the 
slightest infusion of gall into the water with which the tint 
is made, will remedy the defect; or the surface of the paper 
may be sponged with the gall and water before fastening it 
on the drawing-board. 

A few camel-hair pencils must be provided ; say two 
flat inch tins, to distribute a tint over a large space ; two 
swan-quills, to wash in smaller spaces; and two heri-quills, 
to pick in minute parts. The qualities of these denomina­
tions of hair pencils are various. A bad one is far worse 
than a bad pen ; with this, it may be possible to wTite, but 
with a bad pencil, every effort will be foiled. A proof of 
the quality may be thus made prior to pmchase : ,Vhen 
dipped in water, if it spring into a line with the quill and 
retain its point, select it; if it spread into two or more 
points, reject it; and observe, that it is not requisite for a 
pencil to be touched two or three . times on the edge of a 
vessel containing water, nor to be passed between the lips, 
since these might give a point to a bad one. The student 
should have a few small clelf saucers, in which to mix the tints, 
and two cups or glasses, to contain water; one to be preserved 
pure, and the other in which the pencils are to be washed. 

The tints may be made according to the taste of the 
student; from Indian-ink, a black; bistre, a brown; or neu­
tral tint, a grey ; they are alike capable of communicating 
smoothness and spirit. With reference to further advance­
ment in the art, it is proper to state, that the light and 
shade of a landscape in tlie neutral tint, is a basis on which 
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the hues of nature in their variety may at a futme time be 
added. The light and shade in Indian-ink cannot be thus 
used as a basis, because under colour it is injurious to trans­
parency. The light and shade in bistre is rich in mass, 
powerful in touch, and susceptible of giving transparency, 
·with a high degree of finish. The student may adopt either, 
as the succeeding hints will apply to one as well as the other. 
Cakes of Indian-ink, of bistre, or of neutral tint, may be 
had of the venders of colours for artists. They should he 
free from grit ; and when they are well ground and duly 
incorporated with gum and white sugar-candy, they will 
deposit no sediment. 

Terms. 
The following are the principal technical terms used in 

reference to delineations in light and shade :-
Outline implies form of objects, whatever may be the 

means of separating one from another. 
Distance, the parts most remote. 
Mid-distance, parts less remote. 
Foreground, the part immediately in front; nearest. 
Plan. A landscape may consist of many plans ; they are 

reckoned from the foreground, which is the first plan. The 
next mass in gradation of distance is the second plan, and 
so on to the different varieties, of which the mid and ex­
treme distance may be composeJ. 

Tlie Principal is that part of a subject to which the eye is 
intended to be attracted; the chief object. 

Breadth ~flight is that portion of a subject on which the 
greatest brilliancy is spread. 

Subordinate lights are smaller portions of light, or clear­
ness, to diversify or enrich the subject. 

Catcliing liglits are the edges or portions of objects touched 
with _brightness for relief. 

Reflected lights are such as appear on the shade-edge of a 
circular object, occasioned by the light playing round it, or 
when an object is reduced in its strength of shade by the 
vicinity of a poweiful light. 

Half-tint is the medium between light and shade. 
Shade is the part opposed to the light. 
Shadow is the obscuration oflight by an interposing object. 
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Mass is a bold or broad proportion of a subject, either 
of light, half-tint, or shade. 

Spottiness is a part or parts either of light or of dark, too 
conspicuous to agree with the situation in the scene. The 
correction of such spottiness is necessary to the presen-ation 
of keeping. 

Keeping is the preservation oflight or shade, in agreement 
with their degree of remoteness. 

Contrast is opposition, generally, either of line, light, or 
shade. 

Effect is the result of the general combination of efforts, 
and the impression that may be made on the eye or mind 
of a spectator. 

A tint is made by touching the cake of colour in water, 
rubbing off a small quantity in a saucer, and then reducing 
it with pure water to the stain required. 

To wasli in, or over, is, with the pencil moderately charged 
Vl7ith tint, to commence at the most convenient part, and by 
slow movements to spread it equally, observing to supply 
the pencil so as to keep it charged ·with tint as equally as 
possible. 

To soften ojf is to reduce the edge of a tint by exhausting 
it with the pencil, and then with another dipped in pure 
water, to continue to act on the edge of the tint, till it is 
gradually lost in its approach to the clean part of the paper. 

To blend is a similar process, as when one tint is softened 
off upon another. 

Making out is the giving of distinctness to objects, either 
by outline, tint, or touch. 

To pick in is to fill up small parts, so as to restore evenness 
to a broad wash, by neatly covering neglected parts or offen­
sive lights. 

Sponging is the restoring of evenness to a broad wash, by 
filling the sponge with water, and gently passing it two or 
three times over the whole of tlte drawing, observing to keep 
the sponge clean, so that the lights may be preserved by 
carefully cleansing them while the surface is wet. 

Taking out is the removal of any part or tint which may 
be too powerful, or where additional light may be required. 
Thus, ,,vith a pencil, neatly apply pure water to the place, 
and just before it evaporates, or is absorbed, press it with a 
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clean linen rag ; if this do not take up enough of the tint, pass 
a crumb of bread gently over the place; if it be desired that 
the paper should be entirely cleared, apply the Indian-rubber 
carefully, so as to do the least possible injury to the smface. 

Toucli is the application of powerful tints to produce 
decision, character, or effect. 

The frequent and unavoidable use of these terms in the 
following pages, renders it necessary that they should be 
fully comprehended, or referred to when they occur, in order 
to prevent mistake. 

Examples in Tintin,q. 
The relief of an object depends on the just arrangement 

of the light, the due management of the half-tint and shade, 
with the proper introduction of the shadow. 

:Fig. 28. 

~ 
~~=~~~ 

Fig. 28 represents three rude stones full in the light, the 
line A showing the direction in which it falls. The sbade­
side of two, and the end of the third, show a play of light 
toward the lower parts, which is to he observed in nature. 
The shadow is marked stronger beneath, while that which 
is cast on the inclined stone is strongest at the ba.'3e of the 
upright stone, and becomes lighter as it falls on the varying 
smfaces of the others. 

Fig. 29 represents an acorn dislodged from its cup. 
The illumination is from the left, and falls on the rotun­
dity of the acorn, the greatest light being on the most 
prominent part. In this case, a slight portion of half-tint 
is placed along the upper edge, while the under side gradu­
ally approaches through half-tint to shade, and then softens 
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Fig. 29. 

into reflected light on the lower edge, which contributes to 
the character of smooth roundness, the power of the shadow 
beneath assisting in giving effect to the object. The light 
operates in the same manner on the cup, being cast on the 
advancing part of the hollow; its shade is cast on the re­
ceding part opposed to the light, on the same principle that 
the exterior of the cup is treated, while the shadow relieves 
the half:.tint, as in the previous instance. These plain and 
circular objects are introduced to call the student's attention 
to such natural objects, in which it may be there observed 
how admirably the lights and shades are intermingled with 
half-tints, so as to obviate all harshness or violent opposi­
tion, while the shadows give a due effect that harmonises 
the whole, and renders the minutire worthy of the closest 
investigation. 

Suppose the student to have made a sketch of such an 
o~ject, at least six times the size of Fig. 28, and that it is 
fastened down on the drawing-board, a few small saucers 
and two vessels containing pure water on the right hand 
near the pencils, with the window on the left, so that the 
sunshine does not fall on the drawing-board : Let a tint be 
made, according to the previous directions, from either of 
the cakes before mentioned, and of any strength the student 
may think proper. Mix it well with the pencil to be used, 
and always let that be rather larger than might seem to be 
required; say,a swan-quill. The pencil is properly charged for 
use, when it has been sti1Ted into the tint and gently touched, 
or passed two or three times on the edge of the saucer. This 
must be donecarefully, because,ifthe pencil contain too much 
tint, there is a difficulty in spreading it neatly, and the edges 
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will be hard. If the pencil contain too small a quantity, it 
will be impossible to spread the tint. If the space be large, 
it will require a little experieuce to keep the pencil equally 
charged with the tint. 

Whatever may be the tint chosen, it must be washed 
over all the parts which do not receive the light. Thus, with 
the pencil charged \Yith tint, as before described, commence 
at the top of the perpendicular stone, fill in the form, and 
proceed by slow motions downwards, so as to keep the 
floating or lower edge of the tint constantly being acted 
upon by the pencil, while it is distributing the tint neatly 
to the shapes required. The pencil must not be returned 
to repair omissions, as that would destroy the evenness of 
tint; the parts should be washed in with correctness at the 
first. The pencil may then be carried across the shadow to 
the shade of the flat stone and its shadow on the ground, 
·with attention to the edges; then the upper surface of the 
diagonally-placed stone, with its shade and shadow. If 
these spaces be well washed in, they will appear of one 
uniform power of tint. When it is pe1fectly dry, strengthen 
the tint in the saucer by an addition of colour from the 
cake ; this increase of power to the tint must be judged of 
by experience in its application over tbe tint first washed 
in. If the subject be examined, it v.ill appear to consist of 
three gradations of tint; that which has been spread is the 
first, as on the upper surface of the diagonally-placed stone ; 
the second gradation of tint appears on all the other shaded 
parts, and the third gradation is confined to the shadows. 
The student "'rill discover, that, if too much colour be added 
to the first tint, it would produce a harsh effect; and if too 
little be added, the effect would be deficient: in either case, 
the due gradation vrnulcl not be observed. Experiments 
may be made on a piece of paper, till the proper strength 
of the tint has been ascertained; it may then be applied to 
the shades and shadows as before, but omitting the upper 
surface of the diagonal stone. When this is pe1fectly dry, 
the tint must be again strengthened to the third grndation 
of power, with the same precautions as before, and with it 
wash in the shadows, keeping the edges of this tint rather 
within the boundaries of the preceding. 
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The effect of these tints will be feeble or spirited, accord­
ing to the chosen power of the fast tint; but the truth of 
representation ·will appear only in the gradations of tint 
having been well chosen. With respect to Fig. 29, the ro­
tundity will require some attention to the blending of the 
tint. To facilitate this operation, the student is recom­
mended to put a second pencil on the end of the pencil­
stick, which, being kept wet, can readily be turned to soften 
off the edge of a tint washed in by the other pencil. 

After such a subject as this has been sketched, with a 
tint which may be called the first gradation, wash in the 
broader space of the acorn, mid, turning the pencil quickly, 
soften off the edge of the tint towards the middle; then, 
while all is wet, wash in the upper or narrower space, and 
soften it off toward the middle also. This, to be properly 
done, should leave a streak of clean paper on the most 
prominent part of the rotundity; and towards each edge, 
the tint should appear perfectly gradual and soft. Nothing 
but practice can give the certainty of success in softening 
off; if too much water be retained in the clean pencil, it is 
given out whenever it comes in contact with the tint, and 
prevents the softening of its edge; if too little water be re­
tained, the pencil will not distribute the tint, and the edge 
will remain rugged. The appearance of roundness can be 
produced with a number of tints, each washed carefully 
within the boundaries of the preceding wash, so that the 
gradation is perfectly preserved; but it is a tedious process, 
allied to what is called niggling. When the :first tint shall 
have been washed in, the second degree of power must be 
washed on the lower or broad space of the acorn, and gently 
touched along both edges, to preserve the gradation towards 
the light, and also that towards the reflected light. When 
dry, the third gradation of power may he touched along the 
shadow. The cup of the acorn requires similar treatment. 
If, when all is pe1fectly dq, the softening-off do not appear 
so smooth as it should be, a smaller pencil, with a subdued 
power of tint, may be neatly touched on such parts as appear 
uneven, or the effect of the roundness may be increased by 
touching over the shades till perfect, remembering to pre­
serve the degrees from the high light, or clean paper, on the 



68 DR.A. WL'\'G .A.ND PERSPECTIVE. 

prominent part of the acorn, to the half-tint, thence into the 
shade, and thence into the reflected light beneath, which is 
relieved by the stronger tint of the shadow. In the correc­
tion of any errors that may be made in such sketches, the 
student will find great benefit, as each correction he makes 
will be apt to put him on his guard against similar errors 
in his subsequent attempts. 

Mass, Half-Tint, and Sliade. 
Suppose such a scene as Fig. 17 to have been sketched, 

trnd that the student is disposed to give effect to the outline by 
a few tints : Let it be considered under what circumstances of 
light it has been seen in nature, or under what circumstances 
it might be seen. Imagine it an evening effect, the sun hav­
ing descended behind the broad mass formed by the castle and 
trees; these, on different broken surfaces, constituting the 
second plan ; beyond which is a mid-distance terminating in 
water and remote hills ; the foreground composed of a rude 
mass, with rock and bushes interspersed. With this outline 
the student is presumed to be familiar, and he will perceive 
that, by placing the light behind the principal objects, an 
opposition will be established that must give a character to 
the whole. Thus, the principal will be in half-tint; the 
light brightest behind the castle, and gradually subdued 
along the distance ; the foreground powe1ful, so as to relieve 
the half-tint of the principal, and oppose the distance: thus 
the gradations or keeping will be preserved, and effect 
given to the subject. Taking the following hints, let the 
student attempt the subject, first on a small scale, to become 
acquainted with the process, and afterwards on one much 
larger, for improvement. With the first gradation of tint, as in 
the preceding cases, commence at the top of the tower, and 
proceed downwards by slow movements, so as to preserve the 
outline, sweeping the pencil round the masses of foliage, and 
covering all the second plan, including the small tree which 
projects upon the distance; continue the wash over the fore­
ground, except the edge where the pieces of rock are situated; 
these may be omitted, to relieve the mass from the second 
plan. When the tint is dry, make the second gradation of 
strength, and wash over again the trees and the ground on 
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which they are situated. Then begin on the left on the 
foreground, and wash over the mass till within a little of the 
lights which were left untouched with the first wash. In 
these lights, and in repetitions of wash towards them, be 
careful not to let any perpendicular shapes appear ; any 
promiscuous irregularity of form will better express rugged­
ness of smface. When this is dry, reduce a little of the 
first tint with water, and wash in the distant hills; then 
reduce the tint yet more, and with it wash in the space for 
the sky. As this may represent clouds, an even tint is 
not of material consequence ; the pencil therefore should 
have less tint in it than usual. Begin at the angle on the left 
hand, and wash over the space, leaving such parts untouched 
as fancy may select, occasionally touching the extreme point 
of the pencil in the pure water, so that the tint may be­
come still weaker as it approaches the part just above the 
castle. If this be well done, whatever may be the forms 
left untouched in the sky, the appearance will be that of 
a light or tender tint getting gradually weaker in a dia­
gonal direction towards the chief light behind the castle. 
If it have not this appearance, retouch the tint along the 
upper part with tender tints, so as to produce no harshness 
nor unseemly forms, until the gradation from the angle on 
the left to the chief light is produced. The pieces of rock 
and rough smface of the foreground may require to have a 
few strong spots or touches, to force it in front of the se­
cond plan. 

In this state the drawing would exhibit some effect, and 
might receive any additional washes or touches that may 
be suggested by the taste or the judgment of the student. 
After obtaining a knowledge of the distribution of the tints 
in their gradations, let the subject be drawn again con­
siderably larger, and let the student investigate the gene­
ral principle which regulates the proposed effect, and refleet 
on each particular part of the process, so as to comprehend 
the motive for every application of tint. When the tints 
are washed in, let the drawing be placed at some distance, 
where it can all be seen at once, without the surrounding 
objects interfering with the view. At this due r<;moval, 
which is regulated by the size of the drawing, the gradations 

E 



70 DRAWING AND PERSPECTIVE. 

of distance, and the keeping, will more clearly show their 
correctness or inaccuracy. If the drawing be large, the fl.at 
tints on the second plan will tamely express masses of foli­
age, or the union of many trees, and the castle will require 
some characteristic markings. The black-lead pencil may 
be used upon the tint to indicate a variety of form on the 
building, or to separate the mass into trees of various 
heights, and these will serve as guides for the introduction 
of repetition of wash or touch. This proceeding implies 
finish, and may be carried to the extent dictated by the juclg­
ment of the student ; but it must ever be borne in mind that 
breadth of effect is injured by every addition that disturbs a 
mass. Variety may be introduced, so as to attack a mono­
tonous space or mass,-without destroying it. Whenever it 
appears that more is required to complete the dr:;iwing, and 
the improvement is not suggested by a glance, desist imme­
diately; put the drawing on one side, and engage on some­
t¥ng else. In a few days, on recurring to the subject, it 
will be seen with a " fresh eye ;" new ideas will arise; a 
little will be added, or a little power will be reduced, so as 
to effect an impro-vement which no straining of the facul­
ties in the former instance could have produced. A draw­
ing may thus be subjected to frequent revision, and assisted 
as the advancing judgment shall direct. 

Suppose such a subject as Fig. 16 be sketched, for the 
purpose of study in breadth of light, the opposite of the 
last effect: Let a tint be made less powerful than the first 
gradation - such a tint as might represent clouds that 
were not gloomy-and with it wash over the space for the 
sky, preserving the forms of the trees, and softening off the 
tint in a diagonal dn:ection, so as to leave the light along 
the horizon, with the greatest breadth on the right. When 
dry, repeat a few washes on the angle towards the left and 
along the top, so as to produce a gradation of power from 
the top to the horizon, and it will give the effect of retiring 
or keeping. If the tint has not been washed in with even­
ness, endeavour to convert any conspicuous form into a 
cloud, by picking in on its edges a corresponding tint, so 
as to make it form part of another more appropriate shape. 
Then, with that power of tint, considered as the first grada-
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tion, commence at a part not so high as the gable of the 
cottage, upon the trees, with an irregular form, distinct from 
a straight line, and continue the tint over the trees beneath, 
to the line of ground on which the cottage stands. Begin 
again at the lower part of the base beneath the cottage, an<l 
wash in the tint up to where the gTound line before men­
tioned joins the boundary of the subject, and continue to 
wash in the tint, in agreement with the form of an indicated 
path to the cottage door, and so across to the mass of fore­
ground and bush on the right. When all is perfectly dry, 
make the second gradation of power in tint, and wash over 
the lower portion of the trees close to the cottage, with the 

, space before washed in, observing not to let it approach the 
edges of the previously washed tint, lest the shapes should 
appear harsh, particularly on the bush opposed to the light 
horizon. It must be observed, that the power which was 
required to separate masses in outline, ceases to be proper 
on the application of tint, as there is no decided outline in 
nature. With the tint of the second gradation, wash in the 
door, the window, the shade of the roof with its shadow, 
and the shade side of the chimney. Then, with the third 
gradation of power, wash in the foreground and the lower 
part of the bush, with the precautions before mentioned. 
When dry, place the drawing at a due distance, according 
to its size; and observe, if the effect be that of a cottage 
in a mass of light, that the gable end cannot properly re­
ceive the same degree of illumination as the roof and the 
side where the window is ; it will therefore be proper to 
wash over it a tint that ·will keep it in its place. The stu­
dent must reflect, that, as the light is concentrated, by the 
illumination from the right being poured upon the cottage, 
its relieving mass of half-tint vvi.11 be lighter than on other 
occasions ; therefore a tint lighter than the clouds will be 
sufficient to detach it from the brighter side, without de­
stroying the mass of light in which the cottage is placed. 
As in the case of the preceding subject, any repetition of 
,wash or touch that may seem to be required should be 
added, being careful to preserve the intended effect. A little 
practice will teach that the trees should be diversified with 
tender tints, so as not to destroy the mass of light; that 
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the distant sea should be washed with a tint to relieve it 
from the horizon ; that the ground on which the cottage 
stands may be broken or emiched with characteristic forms; 
and that the foreground may be touched with a power that 
shall judiciously detach it from the second plan. 

The study of breadths of light and shade will instruct 
the student in those principles by which such effects may 
be produced. It will effectually teach that simplicity 
possesses a charm to render a subject intelligible, and that 
a number of scattered lights, shades-, and touches, are pro­
ductive of confusion. Therefore, in the examinations of 
drnwings, during the progress of retouching, if a part appear 
too light, or another part too dark, so as to produce the 
effect of spottiness, cover such part with the fingers, and 
imagine the appearance ·with any proposed alteration ; if an 
improvement be suggested, at once adopt it, and examine 
again; always paying attention to preservation of the masses, 
on which both simplicity and effect depend. It has often 
been remarked, after the eye and the mind have been 
engaged on a drawing for some time, that they do not de­
tect faults, which, on a subsequent inspection, instantly be­
come observable. This generally happens when the drawing 
has been kept too near the eye, while the tints and touches 
were applied ; a practice which almost ensures an incon­
sistency in the effects of the various parts of a drawing. If 
the sketch be removed to a greater distance, and viewed 
under a variety of lights, while the judgment is carefully 
exercised upon it, the faults in question ,vill probably be 
detected at once. While undergoing this critical revision, 
a drawing should be asce&ned to have one principal liglit, 
while the subordinate lights diminish in brilliancy, in pro­
portion as they are removed from the principal. Masses 
of shade should decrease in power of tint, conformable to 
their degrees of remoteness. These are essential to keeping 
and effect. Making-out, or marking, more than the respec­
tive distances require; touches, which are inappropriate; or 
harshness of any description, are all departures from the 
principles of the art, and deviations from natural appear­
ances. Although effects may be observed in nature at vari­
ance with these rules, such, for instance, as light scattered 
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equally on the foreground and the mid-distance, or the 
whole scene being beneath a glare of sunshine, or in shade 
by the clouded state of the atmosphere ; yet these are effects 
unsuited for pictorial delineation, because they are deficient 
in what constitutes beauty and attraction in the art. 

The student will have observed how essential a sky is in 
giving effect to a drawing. The great variety of forms, 
hghts, half=-tints, and shades, the storm, the distant fall­
ing shower, and other incidental effects, which the atmo­
sphere presents to the view, should always be regarded with 
attention, not only because advantage may be taken of such 
diversity for powerful contrast, but because a well--aITanged 
sky is a beautiful portion of a landscape. The repetition of 
tender washes over each other may be justified only in the 
endeavour to obtain that tenderness and delicacy of tints 
which are conducive to faithful representation of' clouds ; 
for continuing to wash the same tint in successive applica­
tions, will produce an effect that is termed woolly, from its 
being deficient in that sharpness or spirit which is obtained 
by a few decided tints applied in just gradations. These 
varieties may be adapted to the nature of the scene, and 
may, by their judicious contrasts of form and tint, contri­
bute very materially to the general effect of a subject, as in 
a stormy sky, bright horizons, and beams of light. The 
effect of moonlight may readily be given by strong tints, 
softened off in the circular direction of the moon, and re­
peated till the gradation is obtained; then give a wash over 
the whole sky. Take out the clouds to a half-tint by dab­
bing, and take out the moon to the clean paper, with crumbs 
of bread. A few catching lights on the clouds near the moon 
may be taken out, but made less bright than the moon. 

If a subject be undertaken of a large size, the washing in 
of broad spaces will be facilitated if the surface of the paper 
be clamped with a sponge and water just before washing in 
the tint; this, by preventing the quick absorption, con­
tributes to the smoothness or evenness of a tint. If, after 
the broad tints are washed in, there appear to be an unequal 
distribution, sponging may be resorted to ; but it must be 
remembered, that, where a tint is i-equired to be given in 
its clearness, it can never be produced so well as by a clean 
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tint properly distributed on the uninjured smface of the best 
drawing-paper. . . 

Fig. 30 is intended to illustrate the perspe~hve of bmld­
inas when near the spectator, and the effect of light and shade 
U:aer such a circumstance. The horizontal line is assumed at 

Flg.30. 

2-7ths of the height of the subject, and the station is taken 
to the right of the centre, that the larger space may be given 
to the more interesting side of the building. The steps and 
the recesses of the windows are parallel to the base, and all 
the other lines terminate in the point of sjght on the ascent of 
the sixth step. The student is recommended to observe, 
that when such a scene is studied from natm·e, nothing can 
excuse inattention to outline, and nothing palliate neglect 
of perspective. The degree of light and shade to be given 
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to such a subject may be suggested by the particular state of 
the atmosphere, the hour of the day, or other accidental 
circumstances at the time when the sketch is taken ; but, 
if no impressions have been left on the mind to dictate 
any peculiar treatment, something like the effect of Fig. 30 
may be produced, in which the principal light is from the 
window, near the centre of the subject; to preserve it so, 
the opening at the top is subdued with a graduated tint, 
and the nearest aperture is rendered subordinate by the in­
troduction of light foliage. The perpendiculars of the steps 
are in half-tint, and the wall opposite to the windows is re­
duced to unobtrusiveness, by the marking of the stonework, 
and a light tint. The strength of the masses of shade is in­
creased as the foreground is approached, and the lightness 
of touch is regulated by the degree of remoteness to which 
it is applied. 

Suppose a scene similar to this to have been sketched, 
and copied from the sketch-book, with sixteen or eighteen 
inches for its base, upon the drawing-board, with a due 
attention to outline and perspective : Prepare a hair-pen­
cil, by burning off its fine point in the flame of a piece 
of lighted paper ; with this, in a tint of the £rst gradation, 
let the markings of the stonework be drawn in entirely by 
the hand ; no straight-edge nor compasses are now to be 
used. A little care will be requn:ed to prevent the draw~ 
ing from b~aring the appearance of having been ruled; this 
may be prevented by breaking and spotting occasionally, in 
agreement with the forms, and by observing to keep all 
the edges of those parts which project towards the light, 
less powe1fully expressed than the others in shade. When 
these are dry, make a light tint, only sufficiently. powerful 
to subdue the subordinate lights, or merely a remove from 
white ; and with a flat pencil wash over the whole sub­
ject, except the high light on the aperture near the centre; 
by this the principal light will have been determined. 
When the wash has become dry, make a tint, which, 
whatever power be taken, must be considered the fust 
gradation; remembering, that, if too strong, the effect will 
be harsh; if too feeble, it will be insipid : with this, wash 
in all the parts which are not fronting the light, such as the 
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perpendiculars of the steps, the broken recesses of the win­
dows, and all the darker parts, of course: this will give the 
half-tint of the subject. Then, with the second gradation 
of tint, wash in the roof and shade-sides of the supports, and 
retouch where an increase of power is required; observing to 
keep the part between the windows less powerful, to pre­
vent it from becoming too obtrusive between the principal 
and subordinate lights. Then, with the third gradation of 
tint, wash in those parts which are most in shade, with at­
tention to the preservation of distances, so that the greatest 
strength is on the support in front on the left ; the next 
degree of strength on the roof most opposed to the light, and 
the third degree of strength on the angle on the left beyond 
the steps. The washing-in of these tints, which determine 
the light and shade of the subject, should be ai.Tanged in 
their repetitions, so that the edges of each tint may be seen ; 
it is a style which implies a perfe~t knowledge of the effect 
proposed at the outset, and is full of spirit and character. 
However, till the student can by practice dispense with 
labour, and banish the appeai·ance of it, he must proceed to 
repeat washes where they may be required, and then retouch 
the characteristic markings, so as to give a spirit consistent 
·with the keeping of the subject. 

In such studies, the student will leain to appreciate the 
rounded point of the pencil, which is so well calculated to 
give :firmness and decision, and he will also be apt to acquire 
the freedom of touch and power of effect, which the use of 
such a pencil rarely fails to confer. As to the exact degree 
of obtuseness to which he should bring his pencil, it is dif­
ficult to lay down rules : in this, as in many other matters, 
he must exercise his discretion, the whole object being 
gained if he only produces the desired results, in the cha­
racter and effect of his drawing. 

The art of washing in tints is presumed to have been 
acquired before the student has advanced to this pai't of 
his course. It will therefore be well if he occasionally re­
fer to the characters of foliage, and with the pointless pencil 
practise the expression of each in the various gradations of 
tints. Suppose a tree to form part of a subject, and that its 
character is required to be sho1VI1, let the predominating 
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masses be sketched slightly ; then mark the supporting 
sterns, the projecting branches, and those v;rhich extend 
laterally ; next slightly indicate the smaller masses as they 
incline to either side, upwards, or downwards. Examine the 
"Yhole when sketched; see that all have been disposed natu­
rally, that the smaller divisions appear free, and that the ge­
neral effect of the outline is graceful. Rigid adherence to the 
form of a tree is never exacted; but a tree in a drnwing is 
always expected to excite ideas of a pleasing nature : it is 
therefore incumbent on the student to observe the freedom 
and luxuriance of nature in the disposition of foliage, as 
well_ as the degrees of illumination which the different parts 
receive. 

Whatever may be the power of tint required, make a few 
trials of the character on a piece of waste paper with dif­
ferent pencils, for with the same action they will produce 
very different appearances on the paper ; for instance, a 
swan-quilled pencil with a :fine point, if moved in the man­
ner by which the small writing w's are made, will describe 
a character like the angular or serrated indications of the 
oak ; a pencil with a burnt or worn point, if moved in the 
same manner, will describe a character more smooth and 
round, like the elm. When the character and tint have 
been determined, commence where the forms can be com­
municated with the greatest ease, which is generally on the 
right; observe the inclinations of the boughs in the sketch, 
and turn the drawing in any direction by which the same 
expression of character may be given with equal facility. 
Where the branches project on the sky, let the pencil be nearly 
exhausted, or adopt a weaker tint ; in this manner proceed 
until all the half-tint be covered. Then observe if the tree be 
of a circular form, or such as to require light, shade, and re­
flected light; in which case repeat the adopted characteristic 
markings on the shade-side of its masses or branches. If 
the tree be such as to admit of the branches of the opposite 
side being seen through the openings in front, let those 
markings be tenderly expressed, with attention to their in­
clinations. Then, respecting the masses of light, the same 
ideas which regulated the lead-pencil sketches at Figures 26 
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and 27, may here be pursued, by markings which show a 
kind of centre whence they have extended towards the 
boundaiies. When all the parts shall have been thus ar­
ranged, consider the situation of the tree, and the degree 
of· light or of half-tint it should have, as forming part of 
the general effect of the drawing, and tint it with the 
power required. In this state it may remain until all 
the other tints shall have been washed in, and the ch-awing 
placed farther off for critical inspection. The tree will now 
be seen as a part of the landscape ; where it is too feeble, 
strengthen it by repeating the characteristic mai·kings; where 
it is too strong, take-out carefully; where the markings may 
appear too formal, destroy that appearance by dotting be­
tween, or by waving over the markings with proper power 
of -tints. This process may be continued till a consider­
able clegi·ee of finish be communicated, remembering that 
the portion be given to each plan, which is consistent with 
its situation in the landscape. 

It must on all occasions be remembered that the appearance 
of labour should be avoided ; and, therefore, the simplest 
means by which the desired effect can be produced is the 
best. The power to accomplish this is acquired by observing 
natural objects under the various effects of light and shade. 
The value of such intercourse with existing objects is ad­
mitted, but its real amount is never known by a student, 
until he has proved it by experience. An anecdote in 
point may be here related :-A young lady, supposed to 
possess considerable ability, had. produced drawings which 
were much admired, for she had assiduously copied nu­
merous prints and drawings, so as to be enabled to pre­
sent a large portfolio for the amusement of her friends. 
One of these requested as a favour that she would make 
a drawing to illustrate a particular occurrence. The sub­
ject was a common stile with a foot-step, and a bramble 
projecting over the upper rail, on which was to be sus­
pended a handkerchief. It seems that, in crossing this stile, 
wp.ich separated two fields, the bramble had caught the hand­
kerchief, and the heedless bearer passed on without it; the 
contents of a letter which was folded in the handkerchief 
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were of importance to the friend who was anxious to pos­
sess the drawing. The young lady accordingly proceeded 
to work ; but before the drawing was presented, an artist 
was favoured with a sight of it. He complimented her care 
in the :finish ; then mildly pointed out a little error in per­
spective, and another little mistake in the light and shade. 
She listened, thanked him, and resolved to subject her draw­
ing to a test of a different kind. Having ascertained the 
situation of the real scene from her friend, who had hitherto 
only described it, she proceeded thither, and, taking her 
place before the stile, caused a bramble to be projected as 
she imagined it to have been on the late occasion. Then com­
paring her drnwing with what she saw, she was astonished at 
the deviations from simplicity and truth, of which she had 
been guilty. From that time taste and judgment became more 
evident in her drawings than the high finish on which she had 
previously relied. It may be said to every student, " go 
and do likewise," and the results will be similar. Mter 
a little knowledge of outline and perspective, with the use 
of the pencil in tints, what should prevent the student from 
taking the sketch-book, pencils, and cake of tint, with two 
phials of water, and a plate for a palette, to copy, in the 
gTOves, or in the :fields, some of the countless objects pre­
sented to the inquirer after truth ? By such a course, he 
would learn more of the value of perspective, and become 
better skilled in outlines and tints, than is possible by any 
other means. 

STYLES .AND MODES OF TREATMENT. 

Drawings of natural scenery may be executed in different 
styles and modes of treatment, and may be agreeably varied, 
according to effects produced by the sun's light and other 
atmospheric influences. These transitory effects, as already 
mentioned, are very valuable in drawing; and , should be 
noted down in the sketch-book, either for present or sub­
sequent use. Examples of three opposite effects and modes 
of treatment are giveh in Figures 31, 32, and 33; the scene 
being an old abbey, and the station of the draughtsman in 
each case the same. The outline is sketched according to 
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the dfrections previously given, as simply as possible, with­
out any markings which are not essential to form or cha­
racter. 

In Fig. 3], the shades are given with a few light tints, 
the power being confined to the foregTound, which has the 
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effect of directing the eye to the principal in a breadth of 
light illumined by the morning sun from the right. The 
treatment of such a simple subject, in order to produce a 
happy effect, ought to be in agreement with the cahn and 
bright character of the scene. 
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Fig. 32 represents the abbey partially illuminated, the 
broad shadows being occasioned by a stormy atmosphere; 
a gleam of sUIIBhine is therefore thrown on the upper por­
tion of the building ; and to prevent the chief light from 
becoming an isolated spot, a few suborfilI!ate lights are 

cast on the ground in two places, and a little in the sky; 
these lights also sustain the principal, and preserve an 
agreement with natural, though accidental, effect. Such 
a mode of treatment, as exhibiting a more complicated 
style, would be esteemed superior to that of the preceding 
sketch. 
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Fig. 33 represents the abbey in a breadth of half-tint and 
shade, as opposed to the bright glow of the setting sun, 
which, without disturbing the mass, glances on a few pro• 
jections, and causes a reflected light on the ground, which 
breaks the monotony that would otherwise predominate. 

The treatment of the subject in this manner would exhibit 
a dependence on boldness of opposition, and would be ap­
preciated in proportion to the ideas which might be excited 
of the calm grandeur of the scene. 

The. difference of treatment exemplified in these several 
effects, is not more striking than that which may be 
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produced in landscape composition, by the taste or judg­
ment of the artist. The piece may be delineated in a 
formal, a picturesque, · or a beautiful style. For instance, 
suppose a scene to consist of a rustic bridge, beneath 
the arch of which a rivulet murmurs along its pebbly 
bed ; above and beyond the bridge, on the opposite side 
of the river, a cottage em bosomed in trees; on the near 
side, a road or broad· pathway winding to the bridge; and 
numerous wild plants enriching the bank of the rivulet 
and the foreground. This simple rural scene can be drawn 
with such minute attention to all the regular forms, as to 
excite an idea that the workmen had just completed the 
buildings. The trees can be drawn with formal observance 
of stem and foliage ; the water can be drawn so as to seem 
flowing along; the banks represented smooth, as if recently 
mowed; the pathway neatly swept, and all in a breadth of 
light, or rather as if the light operated equally on all parts 
of ,the subject. This would be acknowledged a likeness of 
the spot, but at the same time it would be considered as 
extremely tame and insipid. 

The same scene could be drawn in a free and bold style, 
without descending to the use of so much precision and 
minuteness. The trees could be drawn as if gently agitated 
by the wind, and the smoke from the cottage chimney 
passing amid the foliage. A ray of light could illume 
part of the bridge and the cottage, in a pleasing breadth 
and form, which could be relieved by a deep-toned hill 
in the rear; the pathway and the banks could be drawn 
with a wild intricacy; the rivulet could be given as spark­
ling amid the stones, over and around which it meandered; 
and the foreground could be touched with abruptness and 
spirit, corresponding with the character of the subject. This 
also would be recognised as a representation of the scene ; 
but the infusion of what might be teTmed the picturesque, 
would excite attention and produce applause. 

The same scene could be drawn with a graceful sweep of 
line, and contrast of light and shade, interesting from its 
truth and beauty. The trees could be luxuriantly project­
ing their branches over the cottage ; the rivulet could be 
gently winding along, reflecting the bridge and objects 
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above; the sky could be serene, enlivened by fleecy clouds ; 
the banks could be emiched ·with plants of the showy kind, 
in conformity with the scene ; the pathway could be graced 
with groups of elegant females and their companions enjoy­
ing a rural walk _: the whole could be adorned with acces­
sories so judiciously arranged as to cast a charm over the 
scene, giving to it that variety which causes the eye to pass 
from object to object with increasing· delight. This scene 
would also be recognised as faithful ; but its representation 
of any particular spot would be forgotten amid the assem­
blage of pleasurable sensations which the characteristics of 
the beautiful would excite in the mind of a spectator. These 
examples of the various styles may assist in impressing upon 
the mind of the student how much will depend on taste and 
judgment in representing the most commonplace view from 
nature.·* 

* Mr Hay, in his work on Harmonious Colouring, from which we have al­
ready presented a quotation, mentions, for the benefit of those young mechanics 
who are studying ornamental design with a regard to their professions, that, 
after becoming acquainted with the principles of perspective and light anrl shade, 
attention should be directed to the study of the best examples of ancient and 
modern ornament that can be procured. '' But flowers," he proceeds to say, "are 
your best practice, as you will now have obtained freedom of execution. To 
those who have gained a facility in copying the beautiful forms which prevail in 
the vegetable kingdom, and who have had such instructions in the use of water­
colours as may enable them to copy individual flowers with ease, I would recom­
mend the acquirement of a thorough lmowlcdge of the laws of harmonious 
colouring. They will then be a.ble to group and arrange flowers in the most 
agreeable and effective manner in regard to colour, as their previous experience 
must have taught them to accomplish in combination of form. 

Dr Ure says, that' the modes in which taste is cultivated at Lyons deserve par• 
ticular study and imitation in this country. Among the weavers of the place, 
the children, and all persons busied in devising patterns, much attention is 
devoted to every thing in any way connected with the beautiful, either in 
figure or colour. Weavers may be seen in their holiday leisui-e gathering flowers, 
and grouping them in the most engaging combinations. They are continually 
suggesting new designs to their employers, and are thus the fruitful source of 
elegant patterns.' Hence the French flower patterns are remarkably free from 
incongruities, being copied from nature with scientific precision. 

All these facilities for the improvement of our fancy manufactures are within 
the reach of the most humble. The pursuit of such a course of study as I have 
endeavoured to point out, would not only augment their sources of innocent plea­
sure, but lead them to other instructive pursuits. The youth, in searching for 
the most graceful and picturesque plants in nature's most profuse and wildest 
productions, would be naturally led to commence the study of botany ; for he 
would then have some interest in the inquiry. And it may be easily imagined 
with what avidity the more advanced would add to his knowledge of that pleasing 
science, or the gratification he would derive from the study and practice of hor• 
ticulture. 

I need scarcely point out the advantages to be derived from the cultivation of 
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FIGURES, 

A knowledge of drawing the human £gure is to be gained 
by a careful study of the outlines of the different parts com­
posing the trunk, limbs, and members. All such integral 
portions of the human figure, if ti~e and other circum­
stances permit, may be £rst studied from casts conve­
niently placed on the table, so as to give a facility to the 
hand in this department of sketching:* It must, how­
ever, be borne in mind, that exercises of this nature, under 
the guidance of a master, do not obviate the necessity for 
studying the human figure from life; neither do they super­
sede the acquisition of a knowledge of figure-drawing on a 
small scale, for the pm-pose of ornamenting and giving effect 
to a scene from nature. The introduction of human 
figures is of considerable utility in drawing a landscape, 
in order to serve as a scale by which a spectator may 
know the probable measurements of objects near which the 
figures are situated ; figures also give animation to a scene, 
and, by the touches of light or of dark which they jus­
tifiably offer, communicate valuable relief to a mass, or 
assist in the keeping of the subject. For an example 
of these uses and effects, we refer to Figures 30, 31, 32, 

flowers by those engaged in designing ornamental patterns. The productions of a 
well-managed flower-garden to such would be, in my opinion, of more real uti­
lity, as objects of study, than the contents of the Louvre. In those productions 
of nature they will find the most exquisite beauty and elegance of form, and, 
even in single flowers, the most perfect combinations of colouring. 

In saying that the study of such subjects is of more utility to the ornamental 
designer than that of those great works of art which have been the admiration 
of ages, I do not mean to undervalue the benefit that any one, and especially the 
artist, may derive from studying works of this description. I am aware that 
'the eye has its principle of correspondence with what is just, beautiful, and ele­
gant, and that it acquires, like the ear, an habitual delicacy, and answers, with 
the same provisions, to the finest impressions. Being therefore versed in the 
works of the best masters, it soon learns to distinguish true impressions from 
false, and grace from affectation.' I have therefore not tho least doubt, that 
those who have risen to some degree of eminence as ornarriental desi!,'llcrs, would 
reap great benefit in attaining a knowledge of the various styles and subtleties of 
colouring, by carefully studying and copying, in masses of colour alone, the best 
works of aJ·t to which they can get access, and applying these arrangements to 
the particular figures of their patterns." 

* Stucco casts of figures and their subordinate parts may be had from different 
manufacturers of models of this description in London, Edinburgh, and other 
large towns. 

F 
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33, and. 36, in all which, human £gmes are introduced. 
Fig. 34 conveys a sufficient knowledge of a mode of sketch­
ing the human £gure for purposes of this description. 

Fig. 34. 
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The height of a £gure is eight times that of its head; half 
its height is at the lower part of the body; a quarter of its 
height is at the knee. This division of the human figure can 
readily be put on the memory by the following method: Draw 
a perpendicular line, then divide it into eight equal parts; give 
one for the head, and, placing dots at each part in succession. 
give a second part for the breast, a third part for the centre of 
the abdomen, a fourth part for the lower portion of the body. 
a fifth part for the mid way of the thigh, a sixth pait just be­
neath the knee, a seventh part just beneath the calf of the leg, 
and the eighth part to the sole of the foot. The shoulders 
are two heads in vvidth ; the elbow is a head and a half from 
the shoulder; and the arm, with straightened £ngers, is 
three heads and a half from the shoulder ; that is, the 
£ngers will reach down to the £fth division of the per-pen-

. dicular. The measurements of the human figure, according 
to the highest standards of art, are exceedingly minute; but 
such are not necessary where a mere sketch of the form is 
required to enliven a landscape. 
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Fig. 35 exhibits' the mode of asceTtaining the heights of 
£gures, wherever they may be placed in a scene, according 
to the rules of perspective. A is a figure on the base line; 

Fig. 35. 

the · eyes determine the height of the horizontal line H. 
Draw the visual rays from the head and feet of the figure A 
to the point of sight P, and the receding diminutions are 
determined, supposing the space to be a level smface. Where 
the situation of a figure is below the visual rays, as B, draw 
a parallel line from the feet of the figure towards the ray, 
and raise the perpendicular line B. Now, tbe measm·ement 
between the visual rays at B is the height of the figure re­
quired. When the situations of figmes are above the rays, 
as at O and D, draw the parallels and the perpendiculars to 
their intersections beneath the elevations, and the measure­
ments between the visual rays at O and D will give the 
respective heights of the figures required. The figure E 
being on a level with the base, a parallel line drawn from 
the lower ray ,vill determine the height of a figure so si­
tuated. 

ARRANGEMENT .AND EFFECT, 

The following subject is introduced for the purpose of 
finally directing attention to an arrangement of the respec­
tive parts in a landscape, so as to produce a combined effect. 



88 DRAWING .A.ND PERSPECTIVE. 

The investigation of such a picture may tend to awaken 
ideas of combinations, oppositions, and contrasts, which are 
valuable in drawing, and lead the mind to observe them as 
they exist in nature. 

The drawing of this subject is judiciously varied and 
pleasingly contrasted. The perpendicular and horizontal 
lines of the buildings are increased in their respective 
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effects, by being unlike the circular and angular forms 
of the trees and the precipices; they also exhibit a con­
trast of smoothness to roughness. The hills in the dis­
tance are opposed to the level grounds beneath, and, by 
the introduction of a mountain, the subject assumes a pyra­
midical form, with a variety of line that increases the interest 
of the scene. The middle ground is div.ersi:fied with forms 
that contribute to give the most effectual opposition to those 
more remote. The horizontal lines of the water are con­
trasted by the clustering forms of the foliage, while the 
bolder and angular forms assumed by broken grounds 
covered with plants, conspire to prove that the outline had 
been studied with attention by Poussin, from whose works 
it :is selected for the sake of example. The scene may or 
may not have been presented to his eye ; but nature is 
nowhere outraged ; and the lines have been assembled with 
judgment, and with attention to the rules of art. 

On investigating the light and shade of this subject, the 
student will perceive that the principal light is thrown on 
the building, so as to determine a striking principal. The. 
subordinate lights are scattered on the ground, on the fall 
of water, on the summit of the mountain, on the rocks be­
neath, and on a small portion in the distance. These both 
enliven and detach the parts with due regard to the ap­
pearances of nature, and thus give great value to the chief 
light, by judiciously spreading its harmonising assistants. A 
depth of tone is given to the ground as it descends to the 
water, across which it is spread, becoming lighter as it ad­
vances to the front. This mass of shade has an effect that 
casts off the distance, and finely relieves the principal light; 
a portion ,of this shade is consistently continued along the 
bank, thereby detaching and giving increased interest to the 
varied lights surrounding the chief, and connecting the 
breadth of shade by skilful gradations with the power of the 
foreground. The tones, beyond the principal object, are 
arranged in such manner as to give value to each other; here 
and there receiving touches of light and shade, consistent 
with their degree of distance, and in strict conformity with 
beautiful nature and the principles of imitative art. 

The effect of this scene is that of elegant simplicity, being 
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a mixture of the rural and the beautiful. which never fails 
to excite a calm gratification. The rural and the beautiful 
form, perhaps, that assemblage which the student most pro­
bably will feel the greatest pleasure in studying, and from 
which the greatest degree of satisfaction may be derived 
in the pursuit of landscape drawing. 

It may be proper to state, that, in selecting scenes from 
nature, the expanse of ·vision, or sixty degrees, will often 
include more of the scenery surrounding an object than is 
required. On such occasions the boundary lines may be 
placed at pleasure, or, so as to give the best effect to the 
principal. )Vhen a more expansive view is required to be 
taken than is contained within sixty degrees, the station 
becomes a pivot from which a succession of sketches, each 
sixty degrees of expanse, are to be taken. Thus any por­
tion, or the whole circle, may be completed, forming what is 
termed a PANORAMA; always remembering that the points 
of sight and vanishing points are on the same horizontal 
line. Foregrounds may be added at pleasure ; yet they 
should be consistent with the scene, and such as might have 
been on the spot. A foreground must ever be more or less 
imaginary, because the space between the objects which 
compose the scene, and the spectator, cannot be otherwise 
filled up. A human £gure, should there be one very near, 
would appear as high as the horizontal line, and the lower 
extremities would be hidden; such unseemly representations 
are avoided, by supposing that the scene is viewed through a 
cavity in the side of a room, or a frame, which is the plane 
of the picture. 

Large drawings require a bold treatment suited to the 
distance whence they are to be viewed, but the dimensions 
of a drawing give it no additional claim to notice. The si­
tuation in which a drawing is seen to the greatest advantage 
is, when its horizontal line is immediately in front of the 
spectator's eye, and at such a distance that the whole can 
be seen without requiring the head to be moved. The 
beauty of linear perspective, more particularly in complicated 
architectural subjects, can only be seen to perfection from 
one point, and that is through an aperture immediately in 
front of the point of sight. The eye being placed close to 
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an opening, in a card for instance, and at such a distance 
as to embrace the whole subject, every line then becomes 
adjusted to the vision, and the diminution of surface in 
the drawing contributes to the truth of the effect, according 
to the appearances in nature. 

The pupil has now been carried by easy gradations through 
the various elementary departments of perspective and draw-

, ing, as far as the use of black-lead pencils and simple tints 
are concerned. Few, besides professional persons, proceed 
further; but for those who are anxious to do so, there are 
many excellent manuals of instruction. 

THE END. 

EDINBURGH: 

• PRINTED BY W, AND R, CHAMBERS, 





!B:.) 
0-.Pd~K,"J: /-{ 

tJ.;C r,.t;!) • . 
I 5,3 

37/3/ 009 530 751 

TORONTO PUBLIC LIBRARY 

Presented to the 
Osborne Collection by 

Harvie D. Walford 

, 



l(isttllant.ans 'l}ublitatiaus. 
Chambers's Journal of Popular Litera.ture, Science, and Arts. 

Issued in Weekly Numbers, at lld.; in Monthly Parts, at 7d. and 8jd.; and in 
Half-;rea.rl7 Volumes, cloth, at u. 6d.-Volume V. completed. 

Chambers's Edinburgh Journal. 
SECOXD SERIES, 

This series forms a complete work, in Twenty handsome Volumes, well adapted for 
Popular as well as PriYate Libraries, for Emigrants, and for Presents; price L.3, 76. 
in sheets, or L.4, 10s. bound in cloth. Each Tolume 11eparatcly, in cloth, i.r. 6d. 

Chambers's History of the Rus&ian Wa.r. 
[llustrated with numerous 1Voo1l E11grari11gs, Coloured Fruits, and J4rv,. 

In One handsome 'Volume, cloth lettered, price 13s. 

Life and Works of Robert :Burns. 
Edited by RonERT Crr .rnnEn~. Librarv Edition. Elegantly printed in demy 8To, 

with . tee I-plate Portrait of Burns and Wood Engra,ings, 
Now issuing, and will be completed in Ten )fonthly Part5, price 2s. 6<1, each, 

forming I-our hal\dsome Volumes, at is, each. 

Shakspere's Works. 
CTTAl111l.~s•q ])(I'RO,·Eu JS-C"E OF K),IL,lIT's CADillffiT '.EDITION. 

ith SnrLBllE>-T.\RY }(oTEs and ,vood-cngravings. In Twelve Yolumes. 
in :'lonthly Yols., at ls. each, paper co, ers, or ls. 6rl. cloth. Yol. 8 complet&l. 

The Pfctorial Bible ; 
A :Nilw a.nd IMrnoVED I sn:. 1-plendidly illustrated with Steel Engravin~. 
"'ood-oots, arld Maps; with numerous. ·or&s by Dr KITTO. In :Four Volumes, 
price £:!, 8s. hamtsomcly bound in cloth. 

The Pictorial History of England, 
Drou~ht np to the Ri:ssrAx ,v_\R. A" -i,;w and I111PnovF.o Issu11:, revised nncleP 
the care of )lcssrs CHAMDF.ns. lllnstrntc<l. "ith upward. of 1600 "'ood EngraYini,:s. 
In "'celdy "·umbers, at fi,f.; in :.\ioaj;hly Parts, at 2s.; and in Yolumcs, at 1.:1. 
each. ·Volume III. compktc<l.. 
1t I• ,nnihlently :inticipatott that thi imporfant Work will h<' •nm1,lct~<l up to th~ Rn•si3n \\"nr In 

'i \ ol• .. -.·b.icu, Yitli the Tulmuc rn1br~ein!§ iilc llistor,r vf the Rus,iun War, Till colllpkle !he 1J'Otlt 
oU18Yuh. , 

mbers's Repository of Jnstrnctive and Amusing Tracts, 
rolumes fancy boanls, at ls. each; or in Six Volumes, doth, at 2.r, 

lume is illustrated ,nth "'ootl EngraTings, has a neatly cngraTcd 
·s complete in itself. 
Also done 11p fo cloth gilt (6 t·ol.,.), at 2s. 6cl. each. 

Chambers's Pocket Miscellany. 
Illustratcil with Fronti~picc·es, in 12 Volumes, cloth, price ls. 6d. e~1; or in 

24 Yolumcs, p e 6d. caeh, paper covers. 
Also clon( 11p iii t th gilt (12 l!ols.), ci 2s. each. 

Chambers's Papers for the P~o.ple. 
In TwclTe Volumes, at ls. 6d. each, fam·y bo:mls; and !lfi . ·umbers, at 

.Also d-,nc !Ip in G t·ols. cloth, at 3s. each. 

Chambers's Miscellany of Useful and Entertaining 
In T1vent;rYolumcs, at J.r. each, fancy boanls; or in 'fen Volumes, dot 

lllustratcd Vfith ,vood EngraYings . 
.Also clo,1c ttp in cloth gilt (10 t'ols.), at 2s. 6d. each. 

Chamb~rs's Library for Young People, . 
This seric~ wl1ich embraces )foral and Rclh:ious Talcs, History, :md Poetry, 
completed in Twenty Volumes, cloth, illustrated ,Tith Frontispieces, price l 
each; or· ia 10 t·uls. (2 110/s. i,i u11e) clotk gilt, price,2&. 6d. each. 

Chambers's Instructive and Entertaining Library, 
A scrie!! of Original and SelC'ctcd ,vorks in different tkpartmc·nts of Literah1 
suitable for popular Entertainment and. Jn~tru.-tion. ThcRc Boons Jl'OIL ~11 



~mI~ ~1tsnllrmto·ws %)tthlitatt.o·ns - --~f 
:·r::_,::\_>::_ ){}:·· 
:"(::{\ CO~TINUED. xx· 
:{;!:\~'. Chambers's Information for the People. **~ 
)(\\ A New and Improved Edition, complete in Two Yolnrncs, -price llis. cloth; XX' 
'.X\\ i.µ 24 Parts, at id.; or 100 ?\umbers, at lt,I. each. --}_-/' 

)C\/ Chambers's Cyclopredia of English Literature. x·•r, 
)<::<X A Critical and lliographical History ,,f I:n~lish "\Yritcrs in all departmf'nts of xQ· 
~;i'.'.(;);. Literature; illustrate~::l~~:~:,:1~::~~:i,: ';:~:;::·s. ·Two Yols., 14s. dutl~ ~~;_ 

666 A serie8 of Original, Tran~laleu, and Selected "\York~, 11rint!'rl in rlonhlc columns, (;()l' 
\S'.) ~~•c~:1~!~~7/heir cheapness, adapted for the use of the less 01mlcnt clas~e:1 of jX>h 
::(::-:)< Chambers's Atlas for the Peoule. " iX)', 
\_.-· .. /-..,_.- New mul Impro1.·r:rl Edition, I.:tlitcd hy W. £:-It . Crr.urnr:ns. IYX'· 

!!I ~ :~ ~::~:~::;~~¥i~1~1~i~f f;:;i::::::::;~~:,:::on,s; !l 
,_...._......__.. Tales for Travellers. /\). 

~~~ In Two v ,1=.".':~,:;~~1'.:~;,;;~~~ ,~•;;: ~:;,::;/;;;;;;,. '''· eooh. 886 
.~:.·.·.·.:,·.·.·./. Sclectio:i.3 from Chambers's Repository and Miscellany, )9( 
·/ .. / ... /. TALES for ROAD antl llAIL. In;; -vols, ·.x'.'.).'_) 

SELECT POETRY. 11 1 vol. 
\// HISTORY and A DYEXTURE. 11 2 ,ols, ';(/\ 

,:gg;'. I~t1~-~lr~;t~(rf ggfl/£i:EXERY. :; ~ ~-~i~. ~~!:!;~~ 
}:;):::; Eaell volume complet~~~:::1:~::;c;:~1:1:;Ia, or 2s. Gd. cloth gil1. ;,·._;..·'..:_:.r..:·f .. :.:.f'._:.'. 

/)) Consistinq of Reckoning, Interest, Annuity, :Money, '\VeiC(hts, Measures, 11ml . 
\/){ othei' Tables; anu forming a convenient Manual for the '\Yareholl13o a.nd Counting• l..J-.,l·. 

!YY ::~ :::::~::,;;;,b;!:~~i,~;~..it~~;;'.':!. tl,e UN ' ~!: 
1~~ ,,;:];~;{ f ;i;i:!i:ii~~,;~{.i:!'.~ii';;:~;;_ Camm. ~~~: 
:(// Price ls. Gel, :x:XX: l~i m,n. R~,, Pnn,?s~f l:;~:~rtir~;!1~tr,tcd Willi Wood-cu~ I]! 
(\/ a:n Sc-, _ :_po~ 8vo volumes, embellished with Y.igncttc Engravings, cloth, 4-s. Ila.ch. ._:_:.: .. :: .. _: .. :_•,_:: .. ;_;_~ .... ·:.•.;-_,.: 
:,·:._;·,···::,·:.:_·_:,.'x_:,:.:.;. · f Tracings of Icelaud and the :E'aroe Islands. • 

ORERT CTT.',.llllEUf', Illtlf-trated v;iLh Woml Engravings. Being an Aee01mt of xx::{: 
,...._,........ '',ii.it to these Islands in the Summer of 11'155. In small 8vo, sewed, price ls-, · . .-· . .-· ..... 

~~~ .::·: :;:!~t~~!~~];~f ;:'.=,z:1:::;:. Ill! 
:i'.fi . ' By a LAn,. l'ricc 2d. sewed, · ·· ·· ·· 

{// . Naval and Military Resources of the Prindpal European Nations. 9;~~'.~i'.'. s;g; tl3y L.A.sCELLEt 1Vru.xALL, },,ssistant Commi~sary, :Field Train, Tlll·kish Contingent. \{\; 
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