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books are for the most part engraved

studies by himse These landscape and architee-
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the passages of written words which accompany

them. Ruskin is probably the only man who has

described the same scenes with so Ik
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measure of success in the three methods of prose

and verse and drawing. His prose is best; his
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introduction to his skill as a draug

us open the third volume of “ Modern Painters”
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of the softness and delicacy of the plates 1s

missing in all t later reprints — and look
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most, as they profess to be, simple records. But
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.
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Ruskin’s position and influence as an art critic

are, it seems to me, subject at time to two
somewhat hostile influences. One is forgetfulness,

the other is misunderstandir Ruskin's principal

work in art eriticism was done fifty vears ago, and

eneration

it was done so completely that a new ¢

has forgotten it. The very depth and
his nfluence on the artistic world have blinded

his later contemporaries to the extent of it. To

enforce little known truths, to gain recognition for

sad bones,

into d

neglected masters, to breathe I

Ruskin wrote with the exaggeration of emphasis.

Now that his work has had its effect, the necessity
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ffusion of

for the en

phasis has passed away, and people

fasten o on the fallacies in the ('\._l:_[:_‘,l.‘l'il[_;(ll'l.

: : - . y
Ruskin eflected a revolution in 1

preaching the gospel of naturalism as agai

ty and

ventionalism, of since

triviality, of

sm. The positive and appreciative portio

1e said has now passed into common-place ;

and critics remember only the e itions whi

led Ruskin to under- Renaiss

work, to preach sincerity of purpose as

substitute for skill of

hand, to insist upon
fidelity to Nature as if this excluded the function
of the imagination. As
a matter of fact, Ruskin's

books, read in connection

with  each other, do not

sanction any of these
fallacies. Wherever they
appear to do so, it is due
1 the

ration of emphasis.

to what I have c

iilar remark applies
to Ruskin’s eriticism of

particular masters. The

it work of his life, in

his own view of it, so far as

the field of art cerit

sm is

concerned, was * first to

discern, and then to teach,

the excellence and supre-

macy of five great painters,
) £

despised and scarcely in

> of the word

—Turner, Tintoret, Luini,

Botticelli, and ‘...'Il'i.‘.ll cio.”

Ruskin might have extend-

ed his list by the addition,

perhaps, of Bellini among

the ancients, and certair

oF  tnese

masters h now become

matter of common agree

ment among © all compe

It is taken so

much as a matter of course

that modern critics of

Ruskin fasten only on

exaggerated emphasis

with which, in asserting

claims of one set of
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[ Spain,” and

Velasquez—*“ the greatest artist of

worl master

of Claude. * one of the

the man

rated Claude’s defects in nate e

ruth is that he ex

extolling Turner's meri but he saw the merits of

Claude also : * Claude effecte
"l\.l ‘,'.||._

this with no drawbacks.”

sun in the s

because th The prin

to Ruskin’s sup

oynter has ¢ these misunderst:

on to the whole

do ".1'5.'|l_: of a rigid adhesi
substance of external fact. This is
of “ Modern Pain
o to Naturei

posed

abusing Ruskin lor

In emphasi yunded on

tainly disp: famous pass.
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| walk with her laberiously

no other thoughts but |

meaning, and remember h
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memories are
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us what

give the fancy, and show

their heads are made of. We will follow them

then wherever they choose to lead; we will

check at nothing ; they are then our masters, and

are fit to be so. They have placed them
above our I'I'ilir_‘i<|]'|. and we will listen to their
words in all faith and humility ; but not unless
they themselves have bowed, in the same sub-
and Maste

her Autho

miss1on, to a l

Ruskin’s Gospel of Art is more comprehensive and

more firmly set than those suppose who know

conventionalism he

only by snippets.

preaches sm  AS

ugliness he preaches “typical ” (or ideal) beauty.

As against vague neralisation he preaches

vital truth. As scientific minuteness

hetic  truth. “Your business

he preaches

is to draw what you see, not what you know is

the As against lifeless copying, he preaches

1inst the realism of

Ruskin

art 1s praise”;

individual impression. “All

the expression of a delight in the

auty of Nature. In

soul

is the v

of art. Ruskin's Gospel of Art can never

Ut Ul- Iiilf.l'. \lll-.!'l'\']':.l'\l:[' art 'i\\ r‘(‘[l\L'Illi(]I](l]. or

‘mic, or trivial, or careless, or

unindividual, or

ignoble, Ruskin’s burning words will serve as a

rebuke and a stimulus. Whenever art 15 pursued

assionate

seriously, earnestly, and reverently, his p

wsiasm for the true, the beautiful and the good

ent

\\';:l ]'(: |'L'I.".'i\'|_'t} a5 encour ment and rl.‘\‘n'lll'd.

n’s creed art was no mere recreation

In Rusl
“not a mere amusement, a minister to morbid
sensibilities; a tickler and fanner of the soul's
It

highest activities of human nature towards the

the exercise of some of

noblest of ends,—“to make Eternity (in Car-

lyle’s words) look through Time; to render the

Godlike wis
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