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THE 

MUSICIANS LIBRARY 
WORTHY MATTER IN WORTHY DRESS 

THE most important series of volumes of the masterpieces of song and piano music ever issued. 
Each volume will be independent, complete in itself, and sold by itself; and 

will have portrait, elaborate introduction, bibliography, the ablest obtainable editorship, and most 
artistic book-making. 

THE INITIAL VOLUMES JUST ISSUED ARE 

FIFTY MASTERSONGS 
Edited by HENRY T. FINCK 

Issued in Two Editions. For High Voice. For Low Voice 

Bound in paper, each, $1.50; cloth, gilt top, each, $2.50 

HE fifty best songs of the world’s twenty greatest song com¬ 
posers, arranged in chronological order from Mozart to Mac- 

Dowell; portraits and an elaborate introduction by the editor. 

FREDERIC CHOPIN 
FORTY PIANO COMPOSITIONS 

Edited by JAMES HUNEKER 

Bound in paper, $1.50; cloth, gilt top, $2.50 

/CONTAINS a portrait of Chopin, an elaborate essay by the 
^ editor, and the composer’s forty most beautiful numbers. Mr. 
Huneker is the recognized authority on Chopin, and the volume 
is the most satisfying ever issued. 

Send for booklet giving full details and list of volumes preparing. 

OLIVER DITSON COMPANY, BOSTON, MASS. 
CHAS. H. DITSON & CO., New York J. E. DITSON & CO., Philadelphia 

a copy g 
fecorft j50fe 

ft year 
EDITED BY THOMAS TAPPER 

The most unique and interesting music magazine 
IN EXISTENCE. Among its Contributors are: — 

HENRY E. KREHBIEL 

W. J. HENDERSON 

HENRY T. FINCK 

LOUIS C. ELSON 

Dr. PERCY GOETSCHIUS 

ISRAFEL 

FRANK H. MARLING 

ANNA ALICE CHAPIN 

JACQUES DE LYON 

GEORGE A. BURDETT 

The November Number is ready. Sample Copy on Request. 

Subscription, 50 cents per Annum ; may begin at any time. 

OLIVER DITSON COMPANY, BOSTON, MASS. 
A 745 
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Plate I. Ulysses Deriding Polyphemus 

Plate II. Crossing the Brook 

Plate III. Dido Building Carthage 

Plate IV. The Slave Ship 

Plate V. The ‘Fighting Temeraire’ 

Plate VI. The Shipwreck 

Plate VII. The Bay of Baije 

Plate VIII. Venice from the Canale Giudecca 

Plate IX. Peace: Burial at Sea 

Plate X. Rain, Steam, and Speed 
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National Gallery: London 

National Gallery: London 

Portrait of Turner by Himself: National Gallery, London Page 20 

The Life of Turner Page 21 

Helen S. Conant 

The Art of Turner Page 26 

Criticisms by Ruskin, Mantz, Hamerton, Monkhouse 

The Works of Turner: Descriptions of the Plates and a List of Paintings Page 34 

Turner Bibliography Page 40 

Photo-engravings by Folsom Sunergren : Boston. Press-work by the Everett Press : Boston. 

PUBLISHERS’ ANNOUNCEMENTS 

SUBSCRIPTIONS: Subscription price, $1.50 a year, in advance, postpaid to any address in the United States or 

Canada; to foreign countries in the Postal Union, $2.00. By Post-office money-order from Europe, 8 shillings (English), 

10 francs (French), or 8 marks (German), postage included. Single copies, 15 cents. Subscriptions may begin with any 

issue, but as each yearly volume of the magazine commences with the January number, and as index-pages, bindings, etc., 

are prepared for complete volumes, intending subscribers are advised to date their subscriptions from January. 

EXPIRATION OF SUBSCRIPTIONS: The date when a subscription expires is printed on the address label of 

each magazine. The change of this date becomes a receipt for remittance. No other receipt is sent unless requested. 

REMITTANCES: Remittances may be made by Post-office money-order, bank cheque, express order, or in post¬ 

age stamps. Currency sent by mail usually comes safely, but should be securely wrapped, and is at the risk of the sender. 
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given, and notice of the change should reach this office not later than the fifteenth of the month to affect the succeeding 

issue. The publishers cannot be responsible for copies lost through failure to notify them of such changes. 
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taining Parts 13 to 24 inclusive, bound in brown buckram with gilt stamps and gilt top, $3.00 each, postpaid; bound in 

green half-morocco, gilt top, $3.50 each, postpaid. Subscribers’ copies of Volume 1 or Volume 2 will be bound to order 
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BATES & GUILD COMPANY, PUBLISHERS 
42 CHAUNCY STREET, BOSTON, MASS. 
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The Art Book of the Year 
OLD ENGLISH MASTERS. Engraved by Timo¬ 

thy Cole, with historical notes by John C. Van Dyke, 
and comments by the engraver. Superroyal Svo, 223 pages, 
48 wood-engravings. Price, $8.00 net (postage 38 cents). 

“Wherever these splendid examples of the possibilities of wood have 
been seen they have evoked praise and surprise. This admiration has 
been bestowed, not alone for the fidelity of the reproduction, or for the 
power and refinement of the engraver’s work, but for the success with 
which the spirit and style of the artist have been conveyed. ’'—,V. T. Times. 

For the past eighteen years Mr. Timothy Cole, greatest of tvood-engravers, 
has been engaged in reproducing upon wood the most famous paintings of 
the old masters of the Italian, Dutch, Flemish, and English schools, doing 
his work in the European galleries in the presence of the originals. No 
such translation of the old masters has ever been attempted heretofore ; and 
it is safe to say that no similar translation will ever be attempted hereafter. 
It is doubtful if there is a living engraver on wood save Mr. Cole equal to the 
task. No mechanical process yet devised will render the exact values of 

tones like the lines of the graver. 
Already two superb books have been issued containing Mr. Cole’s examples of the artists of the 

Italian and the Dutch and Flemish schools. The present volume, the third in the series, includes Mr. 
Cole’s engravings of the work of the English school, representing the following artists: 

The Century Co., Union Square, New York 

Hogarth, Wilson, Hoppner, Crome, Leslie, Beechey, 
Reynolds, Romney, Raeburn, Lawrence, Landseer, Constable, 
Gainsborough, Wilkie, Opie, Morland, Cotman, Turner. 

The text which accompanies these engravings is designed to recite not only the life of the individual 
painter, but to suggest the time and the circumstance of this eighteenth-century art. ID. Cole’s com¬ 
ments on the pictures have a special interest of their own. 

“If these woodcuts are ever issued in ft portfolio of fine proofs, 
| they will form such ftu art-work as one rarely sees.”—V. I’. Times. 

PROOF IMPRESSIONS OF THE 48 
ILLUSTRATIONS OF OLD ENG¬ 

LISH MASTERS, ENGRAVED ON 
WOOD BY TIMOTHY COLE. A su¬ 
perb portfolio in two parts, containing signed 
proofs mounted on heavy Japan paper. Edi¬ 
tion for America limited to 100 numbered 
copies. Price, $150.00 net. 

The Century Co. has the pleasure of announcing to lovers of 
the fine arts the issue of a superb limited edition of Mr. Cole’s 
engravings of the Old English Masters, limited to 150 copies (50 of 
which have already been sold in England). No pains or expense 
has been spared to make this portfolio of proofs the most 
notable art issue of the day. Each proof is printed on paper 
17|xl4, manufactured in Japan especially for it; and each is 
signed by Mr. Cole and the printer, Mr. J. C. Bauer, professional 
proof-printer for wood-engravers. The proof is mounted on 
heavy Japan paper, and over this is folded another sheet of the 
same paper, in which a space, lined with gold, is left for the 
engraving. This is surmounted by a cover of linen paper bear- 

, ing the number of the cut. The subscribers to the portfolio 
will receive also a copy of the book “Old English Masters,” a 
special edition of 150 copies of which has been printed for the purpose on Holland paper. 

The right to increase the price at any time is reserved by the publishers. 
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The above is a section in our salesrooms, showing 

treatment in Italian Renaissance. 

HE DECORATION of the interior of the house is a ques- 
With talent of the 1 tion that demands intelligent study 

highest merit in our studios, and unsurpassed facilities for 

executing work, together with our unlimited stock of fabrics, we 
feel justified in soliciting attention and investigation on the part 

of those who are considering the subject of Interior Decorations 

of the highest order. 
Correspondence Solicited 

THE ATTENTION OF ARCHITECTS IS ESPECIALLY INVITED 
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Japanese Girls and Women 
A charming gift-book with exquisite illustrations in color and 

bound in Japanese silk. $4.00 

Grimm Tales Made Gay 
Humorous travesties on Grimm’s Fairy Tales with many illus¬ 

trations. $1.50 net. Postage extra. 

By ALICE M. BACON 

Illustrated 

By KEISHU TAKENOUCH I 

By GUY WETMORE CARRYL 

Illustrated 

By ALBERT LEVERING 

Penelope’s Irish Experiences 
Holiday Edition. Uniform with the Holiday Edition of “ Penel¬ 

ope’s Experiences.” $2.00 

By KATE DOUGLAS WIGGIN 

Illustrated 

By CHARLES E. BROCK 

Walden 
One-volume Holiday Edition. With thirty photogravure illus¬ 

trations of favorite haunts of the author. $3-00 

By HENRY D. THOREAU 

Introduction 

By BRADFORD TORREY 

Condensed Novels, New Burlesques 
A group of humorous stories in which Mr. Harte travesties 

present-day authors. $1.25 

A Sea Turn and Other Matters 
The N> 7'. Tribune says: “ Mr. Aldrich has never done better 

work than in this volume. It is interesting from beginning to 

end.” $1.25 

The Strongest Master 
A novel dealing with vital social questions. It is Mrs. Pr'nce’s 

strongest piece of work. $1.50 

Our Lady of the Beeches 
Concerning the unconventionalities of conventional people. 

$1.25 

The Heart of the Doctor 
A story which gives a vivid picture of life among the Italians in 

the old North End of Boston. $1.50 

By the late BRET HARTE 

Collected since his death 

By 

THOMAS BAILEY ALDRICH 

A Collection of Short Stories 

By HELEN CHOATE PRINCE 

A Striking Story 

By BARONESS VON HUTTEN 

The Storv of a Romantic Attachment 

By MABEL G. FOSTER 

With a Frontispiece 

Under Colonial Colors 
The story of Arnold’s Expedition to Quebec, told for boys. 

$1.20 net. Postage 15 cents. 

A Pocketful of Posies 
A panorama of child-life in simple verse, delightfully illustrated. 

$1.00 net. Postage extra. 

Lois Mallet’s Dangerous Gift 
The tale of a beautiful Quaker girl. A wholesome story for girls. 

85 cents net. Postage 7 cents. 

Miss Muffet’s Christmas Party 
A gathering of all the heroes and heroines of juvenile literature 

into a charming story. 

By EVERETT T. TOMLINSON 

Illustrated 

By CLYDE O. DELAND 

By ABBIE FARWELL BROWN 

Illustrated 

By FANNY Y. CORY 

By MARY CATHERINE LEE 

Illustrated 

By W. L. TAYLOR 

By SAMUEL M. CROTHERS 

Illustrated 

By OLIVE M. LONG 
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OF IMPORTANCE TO YOU 

The New Uniform 

Standard Library 

Edition 

Just Published 

JOH N FI 

Comprising the 

Historical 

and Miscellaneous 

Writings of 

SKE 
IN TWENTY-FOUR VOLUMES 

HISTORICAL: The Discovery of 

America, Old Virginia and her Neighbours, 

Beginnings of New England, Dutch and 

Quaker Colonies, New France and New 

England, The American Revolution, and 

The Critical Period of American History. 

The above in 12 volumes, cloth, $24.00. 

$2.00 on delivery and $2.00 per month. 

MISCELLANEOUS: OutlinesofCos¬ 
mic Philosophy, Myths and Myth-Makers, 

The.Unseen World and other Essays,Ex¬ 

cursions of an Evolutionist,Darwinism and 

other Essays, The Destiny of Man, The 

Idea of God, Through Nature to God, 

Life Everlasting, A Century of Science, 

Mississippi Valley in the Civil War, Civil 

Go vernment in the U. S., etc. 

The above in 12 volumes, cloth, $24.00. 

$2.00 on delivery and $2.00 per month. 

THE SET, TWENTY-FOUR VOLUMES, CLOTH, $48.00 

Sold at $3.00 on Delivery and $3.00 per Month 

For Terms and Descriptive Circulars, 
fill out the attached coupon and mail at 

once to 

HOUGHTON 
MIFFLIN 

& COMPANY 
4 Park Street, Boston 

85 Fifth Avenue, New York 

388 Wabash Avenue, Chicago 

323 Witherspoon Building, Philadelphia 

Messrs. HOUGHTON, MIFFLIN & CO. 

Please send me by mail, without charge, Booklet on 
John Fiske, also full particulars of your easy-payment- 
plan offer on books checked on following list: 

WHITTIER 
EMERSON 
HARTE 
DICKENS 

LOWELL 
HAWTHORNE 
MACAULAY 
AMERICAN 

STATESMEN 

LONGFELLOW 
HOLMES 
THACKERAY 
FISKE 

Name 

Street. 

City or Town 

State . 

From “ Masters in Art.” 
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J. M. W. Turner, R.A. 
By Sir Walter Armstrong 

Director of the National Gallery of Ireland; Author of 

“Gainsborough and His Place in English Art,” 

“ Sir Joshua Reynolds,” etc. 

With 103 Superb Photogravure Illustrations 

Edition Limited to 1,000 Copies 

Folio. $25.00 net. 

MOST important and sumptuous work on the Life and Art of J. M. W. Turner, in 

the preparation of which Sir Walter Armstrong has been engaged for some time past. 

In addition to the first complete account of Turner’s career, and a critical estimate of 

his place in modern Art, this volume furnishes an unusually complete and beautiful series of re¬ 

productions of Turner’s greatest pictures, many of which are but little known, and which have 

been seldom reproduced. The author feels that this work on Turner is the most important book 

which he has yet written, or is likely to write. A good deal of new material has been brought 

to his notice from various sources while he has been engaged in preparing this book. 

* * There is also an Edition -de- luxe on Japanese paper, in 2 volumes, with a 

duplicate set of all the illustrations. This edition is strictly limited to JJO numbered 

copies. $80.00 net. 

* * No reprint or further edition of any kind will be published. 

The Makers of British Art 
A Series of Illustrated Monographs. Each volume devoted to a 

single artist, and written by an eminent authority. Edited by 

James A. Manson. With a photogravure frontispiece portrait 

and many text illustrations in each volume. Square 1 2mo, gilt 

top, uncut, $1.25 net. 

Now Ready: J. M. W. Turner, R.A., by Robert Chignell; 

Sir Edwin Landseer, by James A. Manson; Sir Joshua Rey¬ 

nolds, by Elsa D’Esterre Keeling. 

To be Published: John Constable, by Lord Windsor; Sir J. E. 

Millais, by J. Eadie Reid; George Romney, by Sir Herbert 

Maxwell; Sir David Wilkie, by Prof. Bayne. Others in preparation. 

CHARLES SCRIBNER’S SONS 
Publishers New Pork 
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MASTERS IN MUSIC 

ANNOUNCEMENT 

The publishers of ‘masters in art’ take pleasure 

IN ANNOUNCING THAT THEY ARE ABOUT TO ISSUE A 

COMPANION MAGAZINE, PLANNED ALONG THE SAME LINES, 

WHICH WILL TREAT OF THE GREAT MUSICIANS OF THE 

WORLD AS ‘MASTERS IN ART’ TREATS OF ITS PAINTERS. 

IT IS THEIR HOPE TO BE ABLE TO NUMBER MANY OF THE 

SUBSCRIBERS TO ‘MASTERS IN ART’ AS SUBSCRIBERS TO ITS 

SISTER MAGAZINE; AND THEY CAN PROMISE THAT ‘MAS¬ 

TERS IN MUSIC’ WILL BE EDITED WITH THE SAME COMPE¬ 

TENCE AND CARE, AND PRESENTED AS ATTRACTIVELY AS 

‘MASTERS IN ART.’ THEY WOULD RESPECTFULLY ASK A 

CONSIDERATION OF THE PROSPECTUS WHICH FOLLOWS. 
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(ASTERS IN MUSIC will consist of a series of Mono¬ 

graphs, issued in the form of a monthly magazine. It will be 

under the editorship of Mr. Daniel Gregory Mason. Each 

number, complete in itself, will present a comprehensive sum¬ 

mary of the life and achievement of one of the great musicians 

of the world ; narrating his life, giving a critical estimate of his genius, and 

illustrating his work by typical examples of his compositions arranged for 

the piano. The features of the magazine will be as follows: 

SELECTIONS OF MUSIC 
Each issue will contain thirty-two pages of music, chosen from the compo¬ 

sitions of the Master who forms the subject of the number; those compositions 

being selected which are most beautiful, and which, in the opinion of compe¬ 

tent judges, best manifest the Master’s genius. 

In making these selections the editor will aim to show the Master at his height, 

and at the same time to exemplify the various phases of his work. The compo¬ 

sitions chosen will not be fragmentary, but each will consist of a complete work 

or movement. They will be arranged for the piano, or piano and voice, as the case 

may be, and will be as easy of execution as is consistent with proper richness of 

effect. Each will be accompanied by an editorial note, suggesting the method of 

playing, the effect to be sought, and the like. 

LIFE OF THE MUSICIAN 
The text portion of the magazine will begin with a life of the Musician,— 

a brief, trustworthy, and interesting biography, compiled from the latest re¬ 

searches, and aiming to shed the utmost light on the work of the artist con¬ 

cerned. 

QUOTATIONS FROM THE WORLD’S 
BEST CRITICS 

The greater portion of the text of each magazine will consist of carefully 

chosen quotations, drawn from what the most eminent musical critics have 

written of the composer who forms its subject. These collected quotations will 

bring to the reader of ‘ Masters in Music ’ the fruit of the world’s best judgment, 

which could not otherwise be obtained without laborious and wide research. 

No one writer, however versatile, is a fair critic in all cases ; but here will be 

found the pith of what has been said of the musician by writers of every shade of 

opinion. The criticisms will be given in the words of the critics themselves, trans¬ 

lated into English when necessary. 

A PORTRAIT OF THE MUSICIAN 
A portrait of the Musician considered will be given whenever one of authen¬ 

tic value is obtainable. 

This portrait will be a reproduction of the best existing likeness of the Master, 

photographically engraved, and carefully printed in sepia ink on a separate leaf, 

that it may be detached for framing or mounting if desired. 

BIBLIOGRAPHY AND LIST OF WORKS 
To add to the value of the magazine as a permanent reference-book, a Bib¬ 

liography, containing the names of the more important books and magazine 
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articles referring to its subject, and a classified list of the composer’s chief 

works, will be included in each issue. 

ORDER OF PRESENTATION 
That the magazine may be brought to the greatest value for the purposes of 

reference and study in the shortest time, the twelve numbers of the first year 

will be devoted to twelve musicians who are typically representative in their 

attainments. 

Among those to be presented during the first year may be named Mozart, 

Chopin, Gounod, Handel, Verdi, Raff, Grieg, Beethoven jto whom two succes¬ 

sive numbers will be devoted), and Mendelssohn. The first issue of the magazine, 

dated January, 1903, will have Mozart for its subject. 

SCOPE AND VALUE OF THE MAGAZINE 
It will be seen that to the musician and the lover of music the magazine will 

bring yearly three hundred and eighty-four pages of music, comprising the most 

representative masterpieces. To the student it will furnish an attractive monthly 

lesson, providing him with a consensus of the world’s best critical judgment 

upon the Master considered. 

The collected numbers of any year will form a Musical Encyclopaedia, which, 

because of the plan of publication, will exceed in amount of music and complete¬ 

ness of text value any which could be issued after a different fashion. In other 

words, the magazine will become a Library of Music. 

QUALITY OF THE MAGAZINE 
‘ Masters in Music ’ will measure eleven and one-quarter by eight inches. 

It will be enclosed in substantial paper covers of attractive design, and bound 

by sewing, so that it may lay flat on the piano-rack. All the music will be en¬ 

graved expressly for it in the most legible and attractive style; the letterpress 

will be printed from type expressly cast in Scotland for this use, the paper will 

be of good quality, and in every detail the workmanship will be excellent. 

Attractive bindings, in two styles, will be prepared for the convenience of sub¬ 

scribers. The magazine will be mailed flat. 

TIME OF APPEARANCE, ETC. 
‘ Masters in Music ’ will be issued on the first day of every month, begin¬ 

ning with January first, 1903. 

As indexes and bindings, etc., will be prepared for complete yearly volumes, sub¬ 

scribers are advised to date their subscriptions from January, 1903, and thus secure 

the magazine complete from the beginning. 

SUBSCRIPTIONS, ETC. 
Price by subscription, $2.00 a year, in advance. Postage paid in the United 

States and Canada. Single copies, 20 cents each. 

Money may be forwarded by post-office money-order, bank cheque, or in stamps. 

Currency sent by mail usually comes safely, but should be securely wrapped. 

BATES & GUILD COMPANY, PUBLISHERS 

42 CHAUNCY STREET, BOSTON, MASS. 
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BIGELOW, 
KENNARD 
AND CO- 

Reproductions of 
Italian Classics 

from 
Rome, Florence, 

Naples & "Venice. 
Marble, Majolica, 
Bronze O' Glass. 

'-Sole Boston Agents 
for Grueby Pottery*' 

In Rich, Dull 
Greens 

and 
Yellows- 

5a WASHINGTON ST. 



31. M. W. Cunter 









MASTERS IN ART PLATE II 

PHOTOGRAPH BY BRAUN, CLEMENT & CIE 

TDUNEH 

GROSSING THE BROOK: 

NATIONAL GALLERY, LONDON 
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POHTJBAIT OF TUHHEH HT HIMSELF NATIONAL GALLEBV, LONDON 

In later years Turner’s appearance was far from engaging. Short, stout, and bandy¬ 
legged, his hat always brushed the wrong way, his sleeves long enough to hide “ the 
smallest and dirtiest hands on record,” his nose hooked and prominent, his blue-gray 
eyes staring, his face ‘ ‘ as red as a boiled lobster, ” he “ looked like the captain of a river 
steamer.” Aware of his unprepossessing aspect, Turner would never have his por¬ 
trait taken, although several furtive sketches were made of him. In his youth, how¬ 
ever, he once sat for a profile drawing, and painted three likenesses of himself, the 
most important of which, reproduced above, shows him at about twenty-seven. 
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BORN 1 775: DIED 1851 

ENGLISH SCHOOL 

HELEN S. CONANT ‘HARPER’S MONTHLY MAGAZINE’: 187* JOSEPH MALLORD WILLIAM TURNER was born April 23, 177 5, 

just at the outbreak of the American Revolution, in a humble dwelling in 

Maiden Lane, London. His father, William Turner, was a hair-dresser 

who drove a thriving business curling and powdering the wigs of the gentry. 

Of his mother little is known, except that she was a woman of ungovern¬ 

able temper who led her husband a sad life, and toward the end of her days 

became insane. 
An anecdote has been preserved which marks the starting-point of Tur¬ 

ner’s art life. One morning, when he was about six years old, his father 

went to the house of a certain Mr. Tomkinson, a rich silversmith, to dress 

that gentleman’s hair. The boy accompanied him, and, while the father was 

at work frizzling the wig of his grand patron, was placed on a chair, where 

he sat in silent awe, gazing at a huge silver salver adorned with rampant 

lions. The barber’s work finished, father and son returned to the dusky little 

shop in the lane. The boy was silent and thoughtful all that day. At tea- 

time he appeared, triumphantly producing a sheet of paper, upon which was 

drawn a lion, a very good imitation of the one mounted on the salver at Mr. 

Tomkinson’s. The barber was beside himself with delight, and his son’s 

vocation was at once settled. Two or three years later the door of the shop 

was ornamented by small water-color drawings hung around among the wigs 

and frizzes, and ticketed at prices varying from one shilling to three. Some 

were copies or imitations of the work of Paul Sandby, a fashionable drawing- 

master; others were original sketches made by “Boy Turner,” as he was 

then called. 
The barber, although very parsimonious, determined to give his son a good 

education ; and accordingly, when William was ten years old, he was sent to 

school at Brentford. Here he struggled vainly with Latin grammar and Eng¬ 

lish history; but, except when his imagination was touched by stories of classic 

fable, the learning which was crammed into his head by the Brentford school¬ 

master remained undigested; and when his father came to take him home his 
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greatest treasures were the hieroglyphics of birds and trees and bits of land¬ 

scape with which the blank leaves of his school-books were covered. 

Still another attempt was made to educate the boy, and he was placed at 

school at Margate. Here he first saw the sea, and would sit motionless on 

the breezy piers for hours, watching the waves dashing in and breaking 

against the cliffs. It was at Margate that he fell in love with the sister of a 

schoolmate — a boyish affection merely, for neither girl nor boy was over 

fourteen; but the love, and the ensuing disappointment influenced his char¬ 

acter through life. 

That Turner attended a drawing-school kept by Sandby is certain; he 

also was placed in charge of Thomas Malton, a perspective draftsman. 

But to Turner the world of circles and triangles was a mass of wiry cob¬ 

webs. He could not learn even the elementary lines of geometrical draw¬ 

ing. Finally his master, in sheer desperation, shut the books, and, rolling up 

the blotted diagrams, took the crestfallen boy back to Maiden Lane. “Mr. 

Turner,” exclaimed Malton, “it is no use; the boy will never do anything. 

He is impenetrably dull, sir! It is throwing your money away. Better make 

him a tinker, sir, or a cobbler, than a perspective artist.” All this was very 

dismal to the poor barber, and for a time the boy did nothing but make a 

few shillings here and there by embellishing architectural drawings; but when 

he was about fifteen he obtained regular employment of this kind in the 

office of Mr. Hardwick, an architect. Some of his sketches are still pre¬ 

served and show wonderful skill for a boy so young; and it was Mr. Hardwick 

who informed the barber that his son was too imaginative and possessed too 

much artistic spirit to waste his time on mere technical work, and recom¬ 

mended that he be sent as a student to the Royal Academy. To the Royal 

Academy William accordingly went. As a proof of fitness, he submitted a 

drawing of a Greek statue, and was admitted as a probationary student. And 

now his art life may be said to have fairly begun. 

During his youth Turner was very fond of making pedestrian sketching- 

tours. He sketched rapidly whatever scene caught his eye, made quick pencil 

notes in his pocket-book, and, with the aid of a stupendously retentive mem¬ 

ory, photographed into his mind legions of transitory effects of cloud and sky. 

He soon began to teach water-color drawing at schools, at first for five 

shillings a lesson, and as his talents became known he found employment 

making drawings for illustrated gift-books. 

When he was about twenty-one an incident occurred which changed his 

whole character. The old boyish affection for the sister of his Margate 

school friend had grown into the passionate love of a man. The lady re¬ 

turned his love, and the young people became engaged just before Turner 

started for a long and extended tour of study. Then came the story of a 

cruel stepmother, who intercepted all Turner’s letters, and finally drove the 

young girl to believe herself abandoned, and to give her hand to another 

suitor. When Turner returned home, full of joy and hope, he found her 

about to marry another man. Incalculable was the harm this early disappoint¬ 

ment wrought upon his sensitive nature; and he gradually began to change, 
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not into the misanthrope, but into the self-concentrated, reserved money¬ 
maker. 

In 1800 he removed from his father’s home in Maiden Lane to Harley 

Street — a step which may be regarded as indicating improved resources. In 

this same year he was elected an Associate of the Royal Academy, and two 

years later attained the distinction of Royal Academician, with full honors. 

At different times Turner traveled all over Europe and Great Britain, and 

his sketch-books are filled with bits of scenery of every description. He used 

to start off whenever the mood took him, and was annoyed if in any foreign 

place he, by accident, met some English acquaintance. He was no letter- 

writer, and often when away his friends at home were utterly ignorant of 

his whereabouts. 

In 1808 Turner was appointed professor of perspective in the Royal Acad¬ 

emy; but his knowledge of perspective was a matter of intuition, and could 

not be measured by line and rule, and although he held the professorship for 

thirty years, he lectured very little, and then only to the mystification of his 

hearers. 

In 1812 he took a house in Queen Anne Street, and in the following 

year purchased a country place at Twickenham, where he built a villa after 

his own designs. This villa, “Sandycombe Lodge,” he retained for nearly 

fifteen years, and finally sold, for the reason that too many of his friends had 

discovered his retreat. Their visits were not consistent with his economical 

style of living. 

Turner’s life at “Sandycombe Lodge” was rural and simple. A great lover 

of birds, he would allow no birdnesting, and was christened “Old Black- 

birdy” by all the youngsters of the neighborhood. He had a boat in which 

he made sketching excursions, and also a gig with an old crop-eared horse of 

which he was very fond. 

He was very abstemious in his habits. Everything at the Lodge was of 

the most modest pretensions. At his city residence in Queen Anne Street 

the same economy ruled; indeed, he had scarcely altered his style of living 

since the days of the barber’s shop in Maiden Lane. The barber’s business 

had declined, owing to the heavy taxes imposed on wigs and to the changes 

of fashion; and the barber himself, at the time of Turner’s removal to 

Harley Street, had come to live with his son. The old man used to stretch 

and varnish his son’s canvases, and Turner would say, laughingly, “Father 

begins and finishes all my pictures.” There was a great affection between 

the two, and one of the reasons Turner gave for selling the place at Twick¬ 

enham was that “Dad” was always working in the garden and catching cold. 

The old man died in 1830, and Turner mourned his loss with so much 

feeling that he was depressed in spirit and unable to paint for some 

months. . . . 
In Queen Anne Street he painted in what he called his drawing-room, 

in which there was a good north light. The house itself was cold, dirty, 

and forsaken looking; very few visitors entered it, and the quiet was prin¬ 

cipally broken by noisy meetings of all the cats in the neighborhood, which 
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used to assemble undisturbed in the area. Weather-stained and soot-begrimed 

without, the house was still more dismal within. The gallery, where were 

stored treasures of inestimable worth, was dreary and dilapidated. Damp¬ 

ness crept in at every crevice and corner, and many of the pictures became 

cracked, warped, and seriously injured. Here, in this cheerless room, stacked 

against the walls, hanging where the rain streamed down the canvases from 

the warped sashes and paper-patched frames of the ill-fitting skylights, were 

collected some of Turner’s noblest landscapes, while in other parts of the 

dismal house thirty thousand proofs of magnificent engravings and piles of 

drawings and sketches were stuffed in dark closets, or laid away in portfolios 

and presses, rotting and molding. 

Notes for hundreds, checks for thousands, had been offered again and 

again in that gallery to the artist, but eager as he was to make money, he 

showed a strange persistence in keeping bis treasures in his possession. To 

certain pictures he was deeply attached, and when induced to sell them would 

go about wearing a look of great dejection. When pressed by some friend 

to explain the reason of his trouble, he would sorrowfully exclaim, “I ’ve lost 

one of my children this week.” Sometimes, by a little wit and daring, of 

both of which Turner himself had a large share and which he admired in 

others, a purchaser would put him in a moment into a tractable mood. Mr. 

Gillott, the pen manufacturer of Birmingham, once determined to obtain 

admission at any price to the enchanted house in Queen Anne Street. Ar¬ 

rived at the blistered, dirty door, he pulled the bell, and after a long, inhos¬ 

pitable pause, an old woman, having looked up from the area, slowly ascended 

and opened the door. She snappishly asked the gentleman’s business; and 

when told, “Can’t let ’e in,” was her answer; after which she tried to slam 

the door. But during the parley he had put his foot in; and now, declining 

further interruption, pushed past the enraged janitress, and hurried up-stairs 

to the gallery. In a moment Turner was out upon him with the prompt¬ 

itude of a spider whose web has been invaded. The gentleman introduced 

himself, and stated that he had come to buy. “ Don’t want to sell! ” was the 

answer. “Have you ever seen our Birmingham pictures, Mr. Turner?” in¬ 

quired the visitor, with unruffled placidity. “Never ’eard of ’em,” said 

Turner. The merchant drew from his pocket a bundle of Birmingham bank¬ 

notes. “Mere paper,” observed Turner, evidently enjoying the joke. “To 

be bartered for mere canvas,” said the visitor, waving his hand in the direc¬ 

tion of some paintings. This tone of cool depreciation had the desired effect. 

Turner at once became civil, even jovial, and the visitor soon departed with 

several valuable pictures, for which he had paid ,£5,000. . . . 

Turner worked with great rapidity. He often began and finished a fine 

water-color drawing in a single forenoon. When the mood took him he 

worked like a tiger, sponging in effects in an instant, or making the texture 

of a stonfe with a single pressure of his thumb. His facility was astonish¬ 

ing. “He would frequently,” says Mr. Ruskin, “send his canvas to the 

British Institution with nothing upon it but a gray groundwork of vague, 
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indistinguishable forms, and finish it upon varnishing-day into a work of 
great splendor.” ' 

It was on Academy varnishing-day that all the strange contradictions of 

JTcV- c.haractrer had ful1 PIay- He was jovial, he was gruff and taciturn, 
tul of kindness for a brother artist, or striving to kill other pictures by the 

brilliancy of his own. Wilkie Collins, when a boy, used to hold his father’s 

paints for him on varnishing-day. He remembers seeing Turner—a shabby, 

red-faced, oldish man —sitting on the top of a flight of steps, astride a box, 

with his dirty chest of colors, and worn-out brushes, and a palette of which 

the uncleanliness was sufficient to shock a Dutch painter. Mounted on the 

steps, he would paint with great fury, trying perhaps to “checkmate” some 

brother artist, as he was accustomed to say. His sense of humor was so 

keen, however, that he was more amused than angry when he found himself 

overmatched. Once on a varnishing-day he saw that the blue sky in one of 

his Venetian pictures was rendered dull and lifeless by the brilliancy of the 

sky in a view of Ghent by Jones. “I ’ll outblue you, Joney,” he said; and 

chuckling audibly, he climbed on a box and deepened his sky with a scumble 

of ultramarine. When he had gone away, Jones, jocularly determined to baffle 
him, set to work and painted the sky of the ‘Ghent’ a blank white, which 

acting as a foil, made Turner’s Venetian sky look preposterously blue. Turner 

«w 11 TheartlIf, when.he ^turned the next day, to find himself checkmated, 
ell, Joney, was his admission, “you have done me now; but it must go.” 

Turner’s sparing habits gave him the name of being a miser. This he un¬ 

doubtedly was; but when the great object of his life became known, and it 

was found that he had done his best to bequeath an enormous fortune for 

the benefit of his poor comrades in art, no one could choose but honor him. 

I he real source of his great wealth was not so much what he received 

from the sale ot his paintings as the constant income from engravings of his 

works. It was by the publication of such works as the ‘Rivers of France’ 

and his illustrations to the poems of Scott and Rogers that Turner’s genius 

became widely known and recognized. The ‘Liber Studiorum,’ a collection 

of over seventy engravings, was the most important of all his publications. 

1 he Duke of Devonsh.re had published the ‘Liber Veritatis’ of Claude, and 
it was in a spirit of rivalry that Turner commenced his work, which was in- 

tended to exemplify his command of the whole compass of landscape art, and 
the boundless richness of his stores both of fact and invention. 

Turner painted many pictures on subjects from classic and ancient his¬ 
tory, and was fond of adding poetical quotations to their titles. He some¬ 

times wrote poetry himself, —a rambling confusion of words at best,—and 

‘T^marVearS heJIuoted in the Academy catalogue from a manuscript poem, 
Ihe fallacies of Hope,’—imaginary and unwritten, his friends believed, 

as no such manuscript was found among his papers after his death, unless as 

some wag suggested, such might have been the title of his last will and testa¬ 
ment. 

In 1851 Turner had no picture in the Royal Academy Exhibition. It was 
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also known that he had given strict orders at Queen Anne Street that no one 

should be admitted to the gallery there. His health was failing fast; no 

longer the sturdy, dogged, strange being of old, he was now a broken, de¬ 

crepit old man. His absence from the Academy meetings alarmed his friends, 

and many inquiries were made at Queen Anne Street. He was not there; 

neither did the old housekeeper know of his whereabouts; but a letter that 

she found one day in a coat pocket led her to suspect that he was at Chelsea. 

Thither she accordingly went; and after much gossiping about town with 

boatmen and their wives, learned that a “queer old fellow, known as Mr. 

Booth,—“Puggy Booth,’’ the boys called him,—was lying sick at one ot 

the cottages by the riverside, and that for the last two months he had only 
been seen lying on the railed-in roof of the cottage, wrapped up in an old . 

dressing-gown, apparently watching the river flowing by. It was supposed 

in town that he was an old admiral in reduced circumstances, on account of 

the love he had shown for the shipping and the piers. 1 he housekeeper, 

feeling confident that Mr. Booth and Turner were one, hurried to inform 

the artist’s friends. Mr. Harpur, who subsequently was one of his exec¬ 

utors, hastened to Chelsea, but was only in time to find Turner fast sink¬ 

ing. On the following day, December 19, 1851, he died, with his face 

turned toward the window, through which might be seen the sunshine 

mantling the river and lighting the sails of the boats drifting up and down. 

Turner’s will was an unfortunate document. His intention had been to 

leave small sums to various relatives—people whom he had hated and avoided 

in his life; all the paintings and sketches stowed away at Queen Anne Street 

were to go to the National Gallery, and his large funded property was de¬ 

signed to found a charity for decayed English artists, to be called Turner s 

Gift.” But he had written his own will. It was a cloudy document full ot 

confusions and interpolations, which was disputed by the next of kin; and 

only after four years of contention was a compromise effected, by which the 

pictures went to the National Gallery, £20,000 to the Royal Academy, 

/ 1,000 for the erection of a monument in St. Paul s Cathedral, where he was 

buried, and all the remaining property was divided among the heirs at law. 

Ciit art of Curncr 
NO study of the life and works of Turner would be complete without 

some reference to his great champion, John Ruskin. At a time when 

the critics were assailing 1 urner on every side, Ruskin entered the lists and 

vehemently defended him from their attacks. His article refuting their 

charges, written in 1836, when its author was seventeen and an undergraduate 

at Oxford, became the nucleus ot ‘Modern Painters,’ a work the expressed 

object of which was to prove Turner the greatest landscape-painter the world 

had ever known. The first volume was published in 1843. Its success was 
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immediate. “Such wonderful books on art,” writes Thornbury, “the world 

had never yet seen. They exasperated some, electrified others, and delighted 

the majority. Works of Turner forgotten by the ordinary public were re¬ 

called; his enemies were gradually silenced; and with a thrill of satisfaction 

England came to realize that she had at last produced a truly great painter.” 

It must, however, be acknowledged that Mr. Ruskin’s analysis of Tur¬ 

ner’s genius is that of a partisan rather than that of a dispassionate critic; and 

that his estimate of both Turner the man and Turner the artist is so far from 

critical—at times indeed so misleading—that notwithstanding the inspired 

brilliancy of his rhetoric and the noble spirit which pervades his writings, 

the real Turner must be sought elsewhere than in the glowing pages of 

‘Modern Painters.’ It is impossible in the present limited space to give an 

adequate summary of the author’s views, if, indeed, a summary be possible 

at all, with a writer who was so prone to digression, so lacking in orderly 

presentation, so apt to soar away from his subject on the wings of his own 

unsurpassed rhetoric, and, finally, so frequently self-contradicting. But it is 

hoped that the following extracts from Mr. Ruskin’s various writings may 

help to show what he considered the principal elements in Turner’s genius. 

Ruskin divides Turner’s art life into three periods; the work of the first 

being distinguished by “boldness of handling, generally gloomy tendency of 

mind, subdued color, and perpetual reference to precedent in composition. . . . 

Generally the pictures belonging to this time are notable for their gray or 

brown color, and firm, sometimes heavy, laying-on of paint. The evidences 

of invention, or of new perception, are rarer in this period than in subse¬ 

quent ones. It was not so much to think brilliantly as to draw accurately 

that Turner was trying; not so much to invent new things as to rival old. 

“Pictures belonging to the second period are technically distinguished from 

those of the first in three particulars: First, Color appears everywhere in¬ 

stead of gray. His shadow is no longer of one hue, but perpetually varied; 

whilst the lights, instead of being subdued to any conventional level, are 

always painted as near the brightness of natural color as he can. Secondly, 

Refinement takes the place of force. He had discovered that it is much more 

difficult to draw tenderly than ponderously, and that all the most beautiful 

things in nature depended on infinitely delicate lines. Thirdly, Quantity 

takes the place of mass. Turner had also ascertained in the course of his 

studies that nature was infinitely full, and that old painters had not only 

missed her pitch of hue, but her power of accumulation. He saw there were 

more clouds in any sky than ever had been painted; more trees in every 

forest, more crags on every hillside; and he set himself with all his strength 

to proclaim this great fact of Quantity in the universe. . . . He saw, indeed, 

that there were no limits to creation, but forgot that there were to reception; 

he thus spoiled his most careful works by the very richness of invention they 

contained, and concentrated the materials of twenty noble pictures into a 

single failure. . . . All the works of this period are, however, essentially 

Turnerian; original in conception, and unprecedented in treatment. . . . 

“As Turner drew towards old age, the aspect of mechanical effort and 
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ambitious accumulation fades from his work, and a deep imaginative delight 

and tender rest in the loveliness of what he had learned to see in nature take 

their place. It is true that when goaded by the reproaches cast upon his 

work, he would often meet contempt with contempt, and paint, not as in 

his middle period, to prove his power, but merely to astonish or to defy his 

critics. . . . Though in most respects this is the crowning period of his 

genius, in a few there are evidences in it of approaching decline. . . . The 

very fullness of its imaginative beauty involved some loss of distinctness, 

some absence of deliberation in arrangement; and as we approach nearer and 

nearer the period of decline, considerable feebleness of hand. . . . His health, 

and with it in great degree his mind, failed suddenly in the year 1845. He 

died in 1851. The paintings of these five closing years are to the rest of 

his work what ‘Count Robert of Paris and Castle Dangerous are to the 

Waverley Novels. But Scott’s mind failed slowly by almost imperceptible 

deo-rees; Turner’s suddenly with snap of some vital chord. . . . 
“ Every landscape-painter before Turner had acquired distinction by con¬ 

fining his efforts to one class of subjects. ... But Turner challenged and 

vanquished each in his own peculiar field; and having done this, set himself 

to paint the natural scenery of skies, which until his time had never been so 

much as attempted. He is the only painter who has ever drawn the sky 

not the clear sky, which was painted beautifully by the early religious 

schools, but the various forms and phenomena of the cloudy heavens, all 

previous artists having only represented it typically or partially, but he per¬ 

fectly and universally. . . . 
“He is the only painter who has ever drawn a mountain or a stone; no 

other man having learned their organization, or possessed himself of their 

spirit except in part and obscurely. He is the only painter who ever drew 

the stem of a tree, who has ever represented the surface of calm, or the force 

of agitated water; who has represented the effects of space on distant ob¬ 

jects, or who has rendered the abstract beauty of natural color. . . . 
“Take up one of Turner’s distances. Abundant, beyond the power of 

the eye to embrace or follow, vast and various, beyond the power of the mind 

to comprehend, there is yet not one atom in its whole extent and mass which 

does not suggest more than it represents; nor does it suggest vaguely, but in 

such a manner as to prove that the conception of each individual inch of that 

distance is absolutely clear and complete in the master s mind, a separate 

picture fully worked out; but yet, clearly and fully as the idea is formed, 

just so much of it is given, and no more, as nature would have allowed us 

to feel or see. Not one line out of the millions there is without meaning, 

yet there is not one which is not affected and disguised by the dazzle and inde¬ 
cision of distance. No form is made out, and yet no form is unknown. . . . 

“If there be one principle or secret more than another on which Turner 

depends for attaining brilliance of light, it is his clear and exquisite drawing 

of the shadows. Whatever is obscure, misty, or undefined in his objects or 

atmosphere, he takes care that the shadows be sharp and clear—and then he 

knows that the light will take care of itself, and he makes them clear, not by 
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blackness, but by excessive evenness, unity, and sharpness of edge. He will 

throw them one after another like transparent veils, along the earth and upon 

the air, till the whole picture palpitates with them, and yet the darkest of 

them will be a faint gray, imbued and penetrated with light. . . . 

“The peculiar innovation of Turner was the perfection of the color chord 

by means of scarlet. Other painters had rendered the golden tones and the 

blue tones of sky, but none had dared to paint, none seemed to have seen, the 

scarlet and purple. Nor was it only in seeing this color in vividness when 

it recurred in full light that Turner differed from preceding painters. His 

most distinctive innovation as a colorist was his discovery of the scarlet 

shadow. . . . 

“It was thought that he painted chiefly from imagination, when his pecu¬ 

liar character, as distinguished from all other artists, was in always drawing 

from memories of seen facts. . . . There is not one change in the casting 

of the jagged shadow along the hollows of the hills but it is fixed on his mind 

forever; not a flake of spray has broken from the sea of cloud about their 

bases but he has watched it as it melts away, and could recall it to its lost 

place in heaven by the slightest effort of his thoughts. . . . 

“There is no test of our acquaintance with nature so absolute and unfail¬ 

ing as the degree of admiration we feel for Turner’s painting. Precisely as 

we are shallow in our knowledge, vulgar in our feeling, and contracted in 

our views of principles, will the works of this artist be stumbling-blocks or 

foolishness to us: — precisely in the degree in which we are familiar with na¬ 

ture, constant in our observation of her, and enlarged in our understanding 

of her, will they expand before our eyes into glory and beauty. In every new 

insight which we obtain into the works of God, in every new idea which we 

receive from His creation, we shall find ourselves possessed of an interpre¬ 

tation and a guide to something in Turner’s works which we had not before 

understood. ... We shall feel, wherever we go, that he has been there be¬ 

fore us, whatever we see, that he has seen and seized before us; and we 

shall at last cease the investigation with a well-grounded trust that whatever 

we have been unable to account for, and what we still dislike in his works, 

has reason for it, and foundation like the rest; and that even where he has 

failed or erred, there is a beauty in the failure which none are able to equal, 

and a dignity in the error which none are worthy to reprove.” 

PAUL MANTZ ‘GAZETTE DES BEAUX-ARTS’I 1862 

TURNER grasped less the truth of nature than her splendors and her 

magic. He was above all a dreamer. Faithful to tradition during the 

earlier part of his career, he seems to have found his guide in Claude Lor- 

rain; and the pictures that he painted during this early period were of great 

beauty,—grandiose yet simple, in which the light showed with single and 

transparent radiance, or transmuted far perspectives into glowing mists. 

To this time of sane and diligent study there succeeded a troubled period. 

Turner’s mind seems to have remained sound, but his eye began to see strange 

visions. From his youth up he had been preoccupied with light and its effects. 



30 in 91 r t 

but now he attempted to analyze it, forgetting the danger of straining the 

serene ray through a prism, as it were, and decomposing that of which the 

very essence is unity. His eye became the eye of an analyst rather than 

that of an observer; and he began to see nature lighted with blue light or red 

light or green or violet; but all, for a time, with unquestionable sanity and sin¬ 

cerity. Conceived more and more under this analytical preoccupation with 

light merely as light, however, his later pictures belong rather to the realm 

of optical impressionism than to that of painting. There is little or no de¬ 

sign in them, and intelligible conception seems wanting—they are but the 

flamboyant sunrises or fiery sunsets of a chimerical land; and Turner, as an 

artist, escapes from us. However eager we may be to understand him, sober 

reason can hardly follow his intoxicated phantasy; and we must admit our¬ 

selves baffled in our attempt to pursue the later flight of an artist—and un¬ 

questionably a great one —who, falling asleep, as it were, beneath the soft 

gold of a sunset by Claude, waked to paint a demoniac sunrise which our eyes 

can never see. — from the french 

PHILIP GILBERT HAMERTON ‘THE LIFE OF J. M. W. TURNER’ 

THE first question about any painter concerns his technical excellence. 

Was Turner an excellent painter, technically? He was excellent in 

some points but unequal and unsafe. It is very difficult to classify him justly, 

his work lies so much outside of the good sound work of the great masters. 

“In our time,” said Fromentin, “either men paint carefully, and not always 

very well, or else they take no further trouble about it and hardly paint at 

all. The work is heavy and summary, lively and neglige, sensitive and rapidly 

got over, or else it is conscientious, explaining itself everywhere, according 

to the laws' of imitation, and nobody, not even those who practise it, would 

venture to affirm that such painting is any the better for being scrupulous.” 

If you give this admirably candid paragraph the attention that it deserves, it 

will enable you to understand the spirit of Turner’s technical practice. He 

was one of those moderns who “take no further trouble about it”; his work 

was “sensitive and rapidly got over,” certainly not “conscientious, explain¬ 

ing itself everywhere according to the laws of imitation.” He painted simply 

to express himself, heedless of the quality of the expression. He used any 

new color that the experimentalizing ingenuity of modern chemistry could 

invent for the temptation of an artist. He used body-color and oil in the 

same works, and when pictures were sent by him from Rome in 1829, he 

said, “If any wet gets to them they will be destroyed.” But it is not simply 

for its want of durability that his painting is unsound. It has not the firm¬ 

ness and substance of thorough work. Look at a De Hooch, say the ‘Court 

of a Dutch House,’ a picture with a good constitution, sound all through, 

yet painted two hundred years ago. See how brilliant it is; see how the colors 

are laid in their places, and how dense and strong is the substance of the 

paint, yet how light at the same time, and representative of nature! . . . 

Considered simply as painting, the work of these old Dutchmen is to that 

of Turner what parchment is to paper. If from Holland you cross over to 
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Italy and accustom your eyes to the quiet splendor of Titian and then pass 

to Turner, you will find a difference like that between tapestry and cotton- 
print. 

In water-color the case presents a very different aspect. Turner was un¬ 

questionably the greatest master of water-color who has ever lived. He may 

have been excelled since in some special departments of the art, in some craft 

of execution, or in the knowledge of some particular thing in nature; but 

no one has ever deserved such generally high rank in water-color painting. 

Though Turner was a reckless experimentalist, he was a very brilliant 

experimentalist, full of ideas and perpetually trying to realize his ideas. In 

fecundity of conception the old Dutchmen and Venetians are not to be com¬ 

pared with him for an instant. But though his experiments were always inter¬ 

esting, and often in the highest degree astonishing and wonderful, they are 

seldom quite satisfactory except in parts. He was always trying to paint the 

unpaintable, which the Dutch and Venetians most prudently and carefully 

avoided. This tendency was skilfully hit by Punch, with the exaggeration 

which properly belongs to satire, in the following imaginary title for a Tur- 

nerian picture: 

34. A Typhoon bursting in a Simoom over the Whirlpool of Maelstrom, Nor¬ 

way; with a ship on fire, an eclipse, and the effect of a lunar rainbow. 

“O Art, how vast thy mighty wonders are 

To those who roam upon the extraordinary deep! 

Maelstrom, thy hand is here.” 

From an Unpublished Poem. 

Do not let us be so narrow-minded as to forbid an artist to paint the un¬ 

paintable if he likes, but let us remember that when he does so the result 

must inevitably be a mere sign or substitute for the thing represented, a sort 

of pictorial algebra. 

There is one point, and one only, in which Turner really did excel the 

artists of all time, and that is in his appreciation of mystery in nature, and 

his superlatively exquisite rendering of it. Mystery in nature and art may be 

defined as that condition of things in which they are partially seen, sufficiently 

for us to be aware that something is there, but not sufficiently for us to de¬ 

termine all about it by sight alone, unaided by the inferences of experience. 

A bad painter would either explain too much, from mere knowledge, or else 

simplify to get rid of the difficulty; a painter who knew the value of mys¬ 

tery, and was able to render it, would show just enough of his objects to let 

the eye of the spectator lose them and find them again as it would in nature, 

with the same uncertainty about what they are. Turner could paint strongly 

and mysteriously at the same time, which gave a great charm to his work 

for cultivated eyes, though it had the disadvantage of offending the vulgar by 

not being intelligible to them. 

Mr. Ruskin places Turner amongst the seven supreme colorists of the 

world, the other six being, in his estimate, Giorgione, Titian, Veronese, 
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Tintoretto, Correggio, and Sir Joshua Reynolds. I should say that Turner’s 

color was often wonderful, often far below his best, and seldom natural. I 

should say, too, that he produced fine color much less habitually than Gior¬ 

gione, Titian, and Correggio, that he was often crude and violent, and occa¬ 

sionally hot, heavy, or dull. His unfaithfulness to nature would prove noth¬ 

ing against him as a colorist, but rather imply a possibility in his favor. The 

color of the great colorists is really nothing but a sort of visible music which 

has to be brilliant or harmonious, but which is always sufficiently like na¬ 

ture if it does not offend the spectator. Mr. Ruskin’s declaration that color 

requires special veracity is simply one of those paradoxes which he throws 

up now and then like rockets to prevent his readers from falling into a state 
of inattention. . . . 

Turner’s experiments in color had more to do with art than with nature, 

and in many of his pictures, especially his later ones, a certain technical pur¬ 

pose manifests itself—the opposition between hot and cold tints in broad 

masses. This opposition is often between yellow and black, or between scar¬ 

let and cold gray. He is said to have declared that yellow was his favorite 

color. The greatest technical merit of his coloring is his wonderfully brilliant 

performance in the upper notes. He carried up more color into the regions 

of light than any other painter. An American critic says that “Turner, be¬ 

ing deficient in color, lacked the first element of a painter”; but the word 

“deficient” seems inaccurate in this case. Turner was empirical, exper¬ 

imental, rash, adventurous to temerity, disposed to trust his own genius to any 

extent in wanderings from the beaten track; but he can hardly, even in his 

failures, be called deficient. His artistic nature, with all its errors, was one 
of the most opulent that ever existed. 

I need hardly dwell upon his imaginative power. Every picture, every 

drawing, almost every sketch, executed after he reached manhood, bears evi¬ 

dence of the action of imagination which in his works would often amplify 

a simple theme, or heighten still further the sublimity of a sublime one. There 

have been few artists of any kind, there has not been one landscape-painter, 

in whom the action of the imaginative faculty has been so constant; and it 

is more surprising in his case that his production was so enormous. This in¬ 

cessant action of the imaginative faculty made it impossible for Turner to 

draw the scenes of nature faithfully; but what his drawings lose in fidelity 
they generally more than regain in art. 

A quality in Turner’s art which has been much less spoken of than his 

imagination is his taste, which was of exquisite refinement. It was not in¬ 

fallible; there are compositions by him which seem sadly wanting in taste, 

compositions overburdened with uninteresting material or spoiled by awkward 

arrangement; but notwithstanding occasional failures it is certain, so far as 

anything about such a disputable subject can be, that Turner had a delicate 

and singularly elegant perception of the becoming in the arrangement of his 

materials, that he gave almost every subject a certain charm, commonly at¬ 

tributed to what people used to call his “magic-pencil,” but in reality due to 
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a fine choice in selection and rejection, watchfully exercised by a mind of ex¬ 
ceptional refinement. . . . 

I should say, then, to sum up, that Turner was a landscape-painter of ex¬ 

traordinary yet by no means unlimited genius, a subtle and delicate but un¬ 

faithful draftsman, a learned and refined but often fallacious chiaroscurist, 

a splendid and brilliant but rarely natural colorist, a man gifted with wonder¬ 

ful fertility of imagination and strength of memory (though this last is less 

easy to determine because he altered everything), a student of nature whose 

range was vast indeed, for it included mountains, lakes, lowland rivers, and 

the sea, besides all kinds of human works that can affect the appearance of 

a landscape; yet not universal, for he never adequately illustrated the famil¬ 

iar forest trees, and had not the sentiment of the forest, neither had he the 

rustic sentiment in its perfection. I should say that Turner was greatly dis¬ 

tinguished by his knowledge, but still more distinguished by his exquisite taste, 

and by the singular charm which it gave to most of his works, though not to 

all of them; that he was technically a wonderful but imperfect and irregular 

painter in oil, unsafe and unsound in his processes, though at the same time 

both strong and delicate in handling; that he stands apart and alone in water- 

color, which in his hands is like a new art. He was a very great and illustrious 

artist, but not the greatest of artists. I believe that his fame will last; that he 

was as much a poet on canvas as Byron and Shelley were in written language; 

and that although it is possible that his performance may be afterwards ex¬ 

celled, it will be very difficult for any future landscape-painter to rival his 
reputation in his own country. 

W. COSMO MONKHOUSE ‘TURNER’ 

TURNER had begun by imitation, he had gone on by rivalry, he had 

achieved a style of his own by which he had upset all preconceived no¬ 

tions of landscape-painting, and had triumphed in establishing the superior¬ 

ity of pictures painted in a light key, but he was not content. His progress 

had always been towards light even from the earliest days, when he worked 

in monochrome. Sunlight was his discovery, he had found its presence in 

shadow, he had studied its complicated reflections before he commenced to 

work in color. From monochrome he had adopted the low scale of the old mas¬ 

ters, but into it he carried his light; the brown clouds, and shadows and mists, 

had the sun behind them as it were in veiled splendor. Then it came out and 

flooded his drawings and his canvases with a glory unseen before in art. But 

he must go on, refine upon this. Having eclipsed all others, he must now 

eclipse himself. His gold must turn to yellow, and yellow almost to white, be¬ 

fore his genius could be satisfied with its efforts to express pure sunlight. . . . 

First of all men to endeavor to paint the full power of the sun, Turner 

was the greatest pictorial interpreter of the elemental forces of nature that 

ever lived. The nobleness of his life consisted in his devotion to landscape- 

art, and this should cover many sins. He found it sunk very low; he left it 
raised to a height which it had never attained before. 
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Cl)f i^orfcs of Turner 
DESCRIPTIONS OF THE PLATES 

‘ULYSSES DERIDING POLYPHEMUS’ PLATE I 

IN Mr. Ruskin’s opinion, Turner’s central period of power begins with 

this picture, first exhibited in 1829, in which his special abilities are seen 

at their best. It now hangs in the National Gallery, London. 

The subject is an incident from the Odyssey. Ulysses, having escaped 

from the cave of Polyphemus by putting out the giant’s single eye with a 

heated stave, is flying to sea in his gilded galley. The sailors flock up the 

masts, and the red oars are hastily thrust from the vessel’s sides to sweep her 

away from the dangerous shore and out of the reach of the monster’s missiles. 

Ulysses, on the high poop, with uplifted hands, shouts derisively at the blinded 

Polyphemus, who writhes his huge bulk on the top of the cliff. Mr. Ruskin 

ranks the sky as “beyond comparison the finest that exists in Turner’s oil- 

paintings.” Far in the east, the sun, heralded by Apollo in his chariot, rises 

amid the mist. Here and there are openings into the blue depths behind, and 

here and there float little clouds, tipped with the gold and crimson of morn¬ 

ing. Beneath, the gold-green sea reflects the gilded galley with its brilliant 

pennants and creamy sails, and round its prow a shoal of sea-nymphs urge 

the vessel on. 
“It shows,” writes Mr. Monkhouse, “the most complete balance of 

power of any of Turner’s greater works, being not less wonderful for choice 

of subject than for grandeur of conception and splendor of coloring. It 

proved what Turner could do when his imagination was thoroughly in¬ 

flamed.” 

‘CROSSING THE BROOK’ PLATE II 

THIS picture, exhibited at the Royal Academy in 1815 and now in the 

National Gallery, London, is one of the finest works of Turner’s ear¬ 

liest period. 
In its composition it illustrates his characteristic method of regrouping the 

features of natural scenery to suit himself. Here, for instance, the fore¬ 

ground is a scene on the river Tamar; the headlands of Plymouth Sound, 

which was twelve miles away, close the view, and the space between is made 

up of bits combined from various other landscapes. 

The picture is regarded by Hamerton as one of the most important in 

Turner’s career in that it marks the transition from his earlier style to that 

of his maturity. “There are those who consider ‘Crossing the Brook’ to 

be one of his greatest works,” writes this critic, “but here they are in error. 

The full splendor and power of his art were yet to come, yet this sober and 

admirable picture cleared the way, as a successful experiment, to an art which 

had no precedent.” 
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‘DIDO BUILDING CARTHAGE’ PLATE III 

IN 1815 Turner exhibited his picture of‘Dido Building Carthage, or the 

Rise of the Carthaginian Empire,’ the best known work of his early period. 

It represents the Queen of Carthage surrounded bv her subjects, superin¬ 

tending the building of the city that was destined to become the great mari¬ 

time power ot the ancient world. It is painted in the classic vein and is dis¬ 
tinctly an echo of the work of Claude Lorrain. 

Technically the painting cannot rank among Turner’s highest achieve¬ 

ments. The coloring, although not without a certain magnificence, is heavy', 

the lighting impossible, and the whole scene unreal and artificial; but with 

all its faults the skill of the composer makes itself felt, and in the way of 

color it is his greatest effort prior to his visit to Italy. 

Although offered .£2,500 for this picture, Turner refused to sell it. “It 

was reported,’ says Leslie, “ that he had declared his intention of being buried 

in his ‘Carthage.’ I was told that he said to Chantrey, ‘I have appointed 

you one of my executors. Will you promise to see me rolled up in it?’ 

‘^es,’ said Chantrey, ‘and I promise you that as soon as you are buried I 

will see you taken up and unrolled.’ The story was so generally believed 

that when Turner died and Dean Milman heard that he was to be buried in 

St. Paul’s, he said, ‘I will not read the service over him if he is wrapped up 
in that picture.”’ 

Turner bequeathed this work and his painting of ‘The Sun Rising in a 

Mist’ to the National Gallery on condition that both canvases should be 

hung between the two pictures by Claude Lorrain which are now placed 
beside them. 

‘THE SLAVE SHIP’ PLATE IV 

SLAVERS throwing overboard the Dead and Dying; Tvphoon coming 

on,’ is the title under which Turner entered this picture at the Exhibition 

oi 1840. After being in Mr. Ruskin’s possession it was brought to America, 
and now hangs in the Museum of Fine Arts, Boston. 

Ol ‘ The Slave Ship ’ Mr. Ruskin has written with laudatory eloquence: “ I 

think the noblest sea that Turner ever painted, and, if so, the noblest certainly 

ever painted by man, is that of ‘The Slave Ship.’ It is a sunset on the Atlantic, 

after a prolonged storm, but the storm is partially lulled, and the torn and 

streaming rain-clouds are moving in scarlet lines to lose themselves in the 

hollow of the night. 1 he whole surface of the sea included in the picture 

is divided into two ridges of enormous swell, not high, nor local, but a low 

broad heaving of the whole ocean, like the lifting of its bosom by deep-drawn 

breath after the torture of the storm. Between these two ridges the fire of 

the sunset falls along the trough of the sea, dveing it with an awful but glo¬ 

rious light. I believe, if I were reduced to rest Turner’s immortality upon 

any single work, I should choose this. The color is absolutely perfect; not 

one false or morbid hue in any part, or line, and so modulated that every 

square inch of canvas is a perfect composition; its drawing as accurate as 
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fearless; its tones as true as they are wonderful; and the whole picture ded¬ 

icated to the most sublime of subjects and impressions—the power, majesty, 

and deathfulness of the open, deep, illimitable sea.” 

But other critics by no means echo the writer of ‘Modern Painters.’ The 

American landscapist Mr. George Inness wrote frankly that he considered it 

“the most infernal piece of clap-trap ever painted. There is nothing in it. 

It is not even a fine bouquet of color. The color is harsh, disagreeable, and 

discordant.” 

Justice probably lies between the two extreme opinions. In color, ‘The 

Slave Ship’ is one of those compositions in which Turner used the most bril¬ 

liant of his pigments. As Mr. Hamerton says, “A lurid splendor was his 

purpose, and he hesitated at nothing for its attainment.” About the details 

of the foreground there can hardly be two opinions. The sharks are quite 

unnecessary, the bodies in the water too many, the absurdity of the chains 

appearing above it too gross; the horror is melodramatic and overdone; in¬ 

deed, as Mr. Monkhouse puts it, “one of Turner’s finest conceptions is 

spoiled for lack of a little common sense. It shows a childishness, a want 

of mental faculties of the simplest kind, all the more extraordinary when 

brought in contrast with such great pictorial power.” 

•THE FIGHTING TEMERAIRE’ PLATE V 

THE ‘Temeraire’ was a ship of the line which finished a warrior’s ca¬ 

reer gloriously at the battle of Trafalgar, where, the second ship in Nel¬ 

son’s division, she led the van and broke the line of the combined fleets. 

Her injuries in that battle unfitted her for further active duties; and she 

became first a prison-ship, then a receiving-ship, and finally was sold out of 

the service. It happened one day that Turner, with a party of brother artists, 

was upon the Thames, when there glided down upon their boat the old 

‘Temeraire,’ being towed to her last berth by a fiery little steam-tug. “There’s 

a fine subject, Turner,” said Clarkson Stanfield. Turner made no answer, 

but at the Academy Exhibition the next year, 1839, he exhibited ‘The Fight¬ 

ing Temeraire, tugged to her Last Berth to be Broken up’ — in many ways 

the finest of all his achievements. The picture, now in the London National 

Gallery, is brilliant and yet solemn in color. The sky is of a dull red where 

the sun is setting, with yellow rising up to the blue at the top. The tug is 

green, and her reflection in the water is a neutral brown. The lighting is 

obviously wilful; but apparently Turner’s object was to give the ‘Temeraire’ 

a phantom look, as if already more a vision of the past than a present reality. 

• THE SHIPWRECK ’ PLATE VI 

‘/ I VHE Shipwreck: Fishing-boats endeavoring to rescue the Crew,’ as its 

A full title is, was painted in 1805. It is now in the London National 

Gallery. 

One of the best examples of this class of Turner’s subjects, this early work 
is reminiscent of Vandevelde and other Dutch sea-painters; but the rendering 
of the heave and surge of the sea and the toss and writhe of the waves is a 
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wonderful advance upon anything of the sort that had previously been accom¬ 

plished. Mr. Ruskin, however, points to several faults in the picture,—the 

lack of spray, the fact that “all the figures in that boat are as dry as if they 

were traveling by wagon through the inland countries,” and the deficiency in 

luster and liquidity ot the waves—a deficiency the more remarkable because 

“in merely calm or rippled water no one rendered luster or clearness so care¬ 

fully as 1 urner.” There is little strong color in the picture, which is painted 
almost throughout in a leaden gray. 

‘THE BAY OF B AliE * PLATE VII 

THE full title of this picture, now in the National Gallery, London, is 

T he Bay ot Baiae with Apollo and the Sibyl.’ T he legend referred 

to is that of the Cumaean Sibyl, beloved by Apollo, to whom he granted life 

for as many years as she could hold grains of dust in her hands; but not be¬ 

ing endowed also with perpetual youth, she wasted away, to become finally 

nothing more than a disembodied voice. The mythology of the picture is, 

however, but incidental to Turner’s painting of the bay, “with the gracious 

splendor of the blue sea which made Roman nobles build palaces around it,” 

and which was praised by Horace as unrivaled in the world. On the left is 

the Castle of Baiae, and on the opposite shore distant Pozzuoli; but beyond 

these landmarks the scene is almost entirely of Turner’s own contriving. In¬ 

deed, so far from a portrayal of the real Bay of Baiae is it, that his painter 

friend, George Jones, wrote on its frame, on the Academy varnishing-day, 

the words “splendide mendax.” When Turner saw the inscription he laughed 

and remarked, “All poets are liars”; but he never erased the words. 

Painted lightly and with a refinement of execution which far surpassed his 

early work, Mr. Redgrave describes the picture when first exhibited in 1822 

as “a vision of glowing beauty.” Unfortunately, much of the beauty of its 

color has vanished, but we can still recognize that luminous quality which 

provoked one observer to exclaim when he saw it hanging among the other 

pictures at the exhibition, “It looks like a window cut in the wall!” 

‘VENICE FROM THE CANALE GIUDECCA’ PLATE VIII 

“TX/T OST of Turner’s Venice pictures,” writes Mr. Hamerton, “are at- 

-LVJL tempts to convey not exactly the sensation of color given by Venice 

itself, but an equivalent sensation. All of them belong to his late manner, 

and some of them to his latest. The characteristics which these works have 

in common are splendor of color and carelessness of form, the color being 

in most instances really founded upon the true Venetian color, worked up 

to the utmost brilliance which the palette would allow, the forms simply 

sketched, exactly on the principles of the artist’s own free sketches in water- 
colors.” 

The ‘Venice’ here reproduced was exhibited at the Royal Academy in 

1840, and is now in the South Kensington Museum. Fortunately it has been 

well cared for and is in a much better state of preservation than many of 
Turner’s other Venetian pictures. 
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PLATE IX ‘PEACE! BURIAL AT SEA' 

TURNER painted this picture, now in the London National Gallery, 

to commemorate the death of his friend and fellow artist, Sir David 

Wilkie, who died June 1, 1841, on board the steamer ‘Oriental’ off Gib¬ 

raltar on his return from a visit to the East, and was burited that night at 

sea. In describing the painting Dafforne says: “Little is observable of the 

sad ceremony; in substance the picture is only a steamboat temporarily at 

rest on the silent waters. Even the glare of the torches which light the 

sailors to perform their melancholy task fails to render visible the work they 

have in hand. Yet, nevertheless, the picture is a grand poetic conception, a 

work that arrests the sympathies of all who look at it. The canvas shows 

little color; it is covered only with mere modifications of black. The steam¬ 

ship is suggestive of nothing but a huge hearse, surmounted by black ban¬ 

ners; the smoke from the funnel may be compared to a gigantic plume, 

tossed and driven by the night wind, while ship, and sails, and smoke cast 

their dark shadows over the surface of the sea.” 

Mr. Ruskin finds fault with Turner’s endeavor “to give funereal and un¬ 

natural blackness to the sails.” Clarkson Stanfield objected to this at the 

time, and Turner with characteristic obstinacy replied, “I only wish I had 

any color to make them blacker.” 
“Not even the ‘Temeraire’ itself, to our mind,” writes Cosmo Monk- 

house, “exceeds this picture in genuine pathos. If Turner could not express 

his sorrow in words, he could do so as no other man ever could with brush 

and colors. It is a picture to stand before with uncovered head, so deep and 

reverent is the grief in every touch.” 

‘RAIN, STEAM, AND SPEED’ PLATE X 

MR. MONKHOUSE describes this picture as “the boldest attempt to 

represent abstract ideas in landscape that was ever made.” The scene 

represents a train running at full speed across the viaduct of the Great West¬ 

ern Railway over the Thames at Abingdon. With the exception of the 

rushing engine, the near part of the viaduct and the bridge, the details of the 

landscape are left to the imagination, the whole being enveloped in a gray 

mist, illumined here and there with blue and yellowish tints. 

Dafforne writes: “Along the viaduct, which seems to stretch miles away 

into the distance, comes the screeching engine, whose white, fleecy steam- 

puffs slowly dissolve on its track into the rain-mist. This is the great point 

of the picture, both of light and darkness, for with a daring license that none 

but Turner would have ventured to exhibit, the fire underneath the boiler is 

shown burning as brightly as if it were night, instead of day — a glaring red 

spot, with scarcely any radiation, surmounted by the black body and funnel 

of the engine.” 
The picture was painted when Turner was in his seventieth year, and 

was bequeathed bv him to the National Gallery, London, where it now 

hangs. 
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A LIST OF THE MORE NOTABLE OIL-PAINTINGS BY TURNER 

IN PUBLIC COLLECTIONS 

ENGLAND. London, National Gallery: Peace: Burial at Sea (Plate ix); Snow¬ 
storm; Approach to Venice; Chichester Canal; The Field of Waterloo; Calais Pier; 

The Tenth Plague of Egypt; The Shipwreck (Plate vi); Morning on the Coniston Fells; 
London Irom Greenwich; Fishing-boats in a Stiff Breeze; Snow-storm, Hannibal crossing 
the Alps; Death of Nelson; The Deluge; Spithead, Boat’s Crew recovering an Anchor; 
Apollo and the Python; Vision of Medea; Garden of the Hesperides; Childe Harold’s 
Pilgrimage; The Holy Family; Crossing the Brook (Plate n); Fire at Sea; Caligula’s 
Palace and Bridge; Dido and ALneas leaving Carthage; Blacksmith’s Shop; Venice, Morn¬ 
ing, Returning from the Ball; Orvieto; Rain, Steam, and Speed (Plate x); The Meuse; 
Apollo and Daphne; Aineas with the Sibyl; Harvest Dinner; Carthage, Dido directing the 
Equipment of the Fleet; Richmond Hill on the Prince Regent’s Birthday; Battle of Tra¬ 
falgar; The Angel standing in the Sun; The Hero of a Hundred Fights; Mercury and 
Aineas; Mountain Glen; Harvest Home; Ulysses deriding Polyphemus (Plate i); Sun 
rising in a Mist; Dido building Carthage (Plate m); St. Mawes, Falmouth Harbor; The 
Bay of Baiae (Plate vn); Destruction of Sodom; A Frosty Morning; Apuleia in Search 
of Apuleius; Cliveden on the Thames; Mountain Scene; A Mountain Stream; Petworth 
Park; The ‘Sun of Venice’ going to Sea; Jason in Search of the Golden Fleece; Fishing- 
boats bringing a disabled Ship into Port Ruysdael; The ‘Fighting Temeraire’ (Plate v); 
Windsor; Abingdon; Bligh Sands; Cottage destroyed by an Avalanche; Queen Mab’s 
Grotto; Agrippina landing with the Ashes of Germanicus; Venice; The Prince of Orange 
landing at Torbay; Portrait of Turner (Page 20); Moonlight, a Study at Millbank; View 
on Clapham Common; Sea Piece; View of a Town; The Garreteer’s Petition; The 
Birdcage; Pilate washing his Hands; Watteau Painting; Lord Percy under Attainder; 
Shadrach, Meshach, and Abednego; The New Moon; War; Shade and Darkness, Eve¬ 
ning ot the Deluge; Light and Color, Morning after the Deluge; Whalers; Undine giving 
the Ring to Masaniello — London, Royal Academy: Dolbadern Castle — London,South 

Kensington Museum: Venice from the Canale Giudecca (Plate viii); Vessel in Distress 
off Yarmouth; East Cowes Castle with the Regatta; Line Fishing off Hastings; St. 
Michael’s Mount; Landscape with ruined Tower—London, Soane Museum: Van 
Tromp’s Barge entering the Texel—-Sheffield, Mappin Art Gallery: Van Tromp 
going about to please his Masters — IRELAND. Dublin, National Gallery: Lake 
Avernus: The Fates and the Golden Bough — SCOTLAND. Glasgow, Corporation 

Gallery: Modern Italy; Hero and Leander; Whalers entangled in Ice —UNITED 
STATES. Boston, Art Museum: The Slave Ship (Plate iv); Mouth of the Seine; Quille- 
boeuf; Dido building Carthage; Rouen—-New York, Metropolitan Museum: Grand 
Canal, Venice; Saltash; The Whale Ship. 

Curner BStbltograpijp 
A LIST OF THE PRINCIPAL BOOKS AND MAGAZINE ARTICLES 

DEALING WITH TURNER 

ALEXANDRE, A. Histoire populaire de la peinture: ecole anglaise. (Paris, 1894) — 
.Bryan, M. Dictionary of Painters. (London, 1893) — Brooke, S. A. Notes on 

the Liber Studiorum. (London, 1 885) — Burger, W. ‘Turner’ in Blanc’s ‘Histoiredes 
peintres de toutes les ecoles: ecole anglaise.’ (Paris, 1867) — Burnet, J. Turner and 
his Works. (London, 1 852) — Burnet-Desbaines, A. Life of Turner. (London, 1 878) 
— Chesneau, E. The English School of Painting. (London, 1885) — Chignell, R. 
Turner. (London, 1902) — Dafforne, J. Works of Turner. (London, 1 877)—Hamer- 
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ton,P.G. Life of Turner. (London, i 879) — Hamerton,P.G. Turner. (Paris,1889) — 

Leslie, C.R. Handbook for Young Painters. (London, 1 855) — Leslie, C. R. Autobio¬ 

graphical Recollections. (London, 1 860) — Monkhouse, W. C. Turner. (London, 1879) 

— Monkhouse, W. C. Turner’s Celebrated Landscapes. (London, 1870) — Monkhouse, 

W. C. The Earlier English Water-color Painters. (London, 1897)—Monkhouse, W. C. 

‘Turner’ in ‘ Dictionary of National Biography.’ (London, 1899) — Muther, R. His¬ 

tory of Modern Painting. (New York, 1896) — Rawlinson, W. G. Turner’s Liber 

Studiorum. (London, 1878) — Reid, G. ‘Turner’ in ‘Encyclopaedia Britannica.’ (Ed¬ 

inburgh, 1883) — Redding, C. Past Celebrities Whom I Have Known. (London, 1866) 

— Redgrave, R. and S. A Century of Painters of the English School. (London, 1866) — 

Roget, J. L. A History of the ‘Old Water-color Society.’ (London, 1 891) — Ruskin, J. 

Modern Painters. (London, 1846-60) — Ruskin, J. Praeterita. (Orpington, 1885) — 

Ruskin, J. Notes on the Turner Gallery at Marlborough House. (London, 1857) — 

Ruskin, J. Notes on a Collection of Drawings by Turner. (London, 1878) — Ruskin, J. 

The Harbours of England. (London, 1877) — Sizeranne, R. de la. Deux heures a la 

Turner Gallery. (Paris, 1890) — Sweetser, M. F. Turner. (Boston, 1 878) — Thorn- 

bury,G.W. Life of Turner. (London, 1 862) — Timbs, J. Anecdote Biography. (Lon¬ 

don, i860) — Watts, A. Turner. (London, 1851) — Watts, A. A. Liber Fluviorum 

or River Scenery of France. (London, 1857) — Wedmore, F. Studies in English Art. 

(London, 1876) — Wedmore, F. Turner and Ruskin. (London, 1900) — Wornum, R. 

The Turner Gallery. (London, 1859). 

MAGAZINE ARTICLES 

ART JOURNAL, 1852: Obituary of J. M. W.Turner. 1857: The Turner Collection 

Jr\. in the National Gallery. 1880: Ovid, Turner, and Golding (C. Monkhouse). 1881: 

Turner in Yorkshire (A. W. Hunt). 1893: The Royal Academy in the Present Century 

(J. E. Hodgson and F. A. Eaton) — Athenaeum, 1894: Early History of Turner’s York¬ 

shire Drawings (M. H.) — Blackwood’s Magazine, 1862: Turner — Edinburgh Re¬ 

view, 1880: Hamerton’s Life of Turner — Fraser’s Magazine, 1852: The Late J. M. 

W. Turner (C. Redding) —Gazette des Beaux-Arts, 1862: Exposition de Londres 

(P. Mantz) — Good Words, 1896: Water-color Art of Turner (T. Sulman)— Harper’s 

Monthly Magazine, 1878: Turner (H. S. Conant) — Journal of Speculative Phi¬ 

losophy, 1876: Turner (W. E. Channing) — Leisure Hour, 18S1: Turner—Mac¬ 

millan’s Magazine, 1872: Turner and Mulready (R. Liebreich) — Magazine of Art, 

1887: Farnley Hall (S. A. Beyle). 1895: Portraits of Turner (L. Cust). 1898: The 

Guildhall Exhibition of Turner’s Paintings (A. G. Temple). 1898: The “Van Tromp” 

Pictures of Turner (C.W. Carey). 1900: Some Unpublished Letters by Turner (C. Monk- 

house)— National Review,1886: Fame of Turner (W. Armstrong) — Once a Week, 

1862: Turner (J. W. Archer) — Pall Mall Magazine, 1899: Prints by Turner (F. 

Wedmore)—Portfolio, 1876: Turner (P. G. Hamerton). 1884: On Some Drawings 

by Turner (C. Monkhouse). 1888: Earlier English Water-color Painters (C. Monkhouse) 

— Saturday Review, 1900: Mr. Ruskin’s Turners (D. S. M.) — Scribner’s Maga¬ 

zine, 1896: Some Portraits of Turner (C. Monkhouse). 
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{Ebe Galfcwell (3alleriee 

High-Class Oil Paintings 
BY 

MODERN MASTERS 
OF THE 

French, Italian, Spanish, German, and Dutch Schools 

On Free Exhibition Daily from 

9 A.M. to 5 P.M. 

IRo. 902 Chestnut Street, fl>btlabelpbla 

$rt (Mimes 
WILLIAMS & EVERETT 

COMPANY. 
190 Boylston St., Boston. 

Telephone Back Bay, 2528-2. 

w 

Reorganized, Refurnished, New Stock. 

W 

jj^efcD paintings, 
l^cto i©ater?€olor£, 

li^cto €tcf)ing£, 
IfU\n $fjotograpf)£, <£tc. 

SPECIAL IMPORTATIONS 

NOT FOUND ELSEWHERE. 

Mf 

Artistic Framing a Specialty. 
PRICES REASONABLE. 

TURNER’S 
Paintings 

tfB) 
ivfb 

E can furnish excellent and 

inexpensive photographic 

reproductions of paintings 

by TURNER, and other 

members of the English School, in¬ 

cluding Sir Joshua Reynolds, Thomas 

Gainsborough, Hogarth, Sir Edwin 

Landseer, and others. 

Catalogue of 15,000 subjects (2 vol¬ 

umes), including cabinet portrait Of 

TURNER, sent on receipt of 15 cents 

in stamps. 

SOULE ART COMPANY 
332 WASHINGTON STREET, BOSTON 
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A REAL ART TREASURE FREE 

WITH 

The H ouse Beautiful 

A ^ Illustrated Monthly Magazine of Household Art and Economy, which tells you practically 

TV and plainly how to make your home attractive and artistic. Any room can be made beautifiil 

if properly handled, and the process is not necessarily expensive. This magazine regularly gives you 

the world’s best authorities on every feature of making a house beautiful. It is invaluable for either 

mansion or cottage. It shows you wherein taste goes farther than money. Its teachings have saved 

costly furnishings from being vulgar; and on the other hand thousands of inexpensive houses are ex¬ 

quisite examples of superb taste from its advice. It is profusely illustrated, with the best suggestions 

for all sorts of rooms, and it answers questions, so you can have direct advice about your rooms. 

The House Beautiful is but $2.00 per year, and is the only Magazine 

published of its kind. 

As an inducement never before equalled in the business of publishing, and to prevail upon you 

to become acquainted with the splendid value of this magazine, the publisher recently purchased in 

Paris the latest work by the artist-genius of France, Paul Helleu, whose dry-point etching has startled 

European art and attracted the admiration of the whole world. This picture in full size (3 feet high 

by 2 feet 2 inches wide) beautifully reproduced in full color, with every detail, will be sent free with 

trial five months’ subscription to The House Beautiful. 

Copyright, 1902, by Herbert S. Stone. 

All rights reserved. 

This small cut of the work is merely a miniature in size compared 

to the original picture sent you, and is but a hint of the beautiful work 

itself. Not a lover of art in America but will prize possession of this 

masterpiece of the genius of the hour. As sent you — bearing no im¬ 

print whatever save the signature of the artist — it proves a picture 

that reflects credit upon its possessor’s knowledge of eminent genius 

and the world’s developments in art. 

It is exclusively for 

HOUSE BEAUTIFUL 

readers, and cannot be bought in any stores. 

Helleu’s other works sell in New York and Chicago for #30.00 

to #100.00, but we will send this latest masterpiece — ready for fram- 

inS together with The House Beautiful for five months for #x.oo. 

With all full year’s subscriptions received at #2.00 we will add to 

the above also our Grand Album of The House Beautiful, being selec¬ 

tions and illustrations from issues of two years back. 

Both the picture and the album are prizes which money cannot 

ordinarily purchase. Enclose $1.00 for five months’ subscrip¬ 

tion and the picture, or #2.00 for twelve months’ subscription and 

the picture and the album. Sample copy, 20 cents. Address 

HERBERT S. STONE 
PUBLISHER 

Department A, n Eldredge Court, Chicago 
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Of Interest To Picture-Lovers 
An Illustrated Magazine of 

Arts and Crafts 

€f)c international Studio 
Subscription 35 cents per month, $3.50 per 
year. Three Months’ Trial Subscription, 
$1.00. 

Colour supplements and evbry species of black- 

and-white reproduction appear in each number. 

Cngli^f) ^atcr^Colour 
Eight parts. In portfolio. $8.00 complete. 

This supplement presents a series of exact col¬ 

oured reproductions of the most notable works in 

English Water-colour from the days of its initiation 

up to and including the work of artists of the present 

day. The coloured plates in this publication are re¬ 

produced by an expensive special process which 

gives the nearest facsimile effects ever yet obtained. 

J^lohem Ctcfjing anti CngraVing 
Bound in paper, one volume. Price, $2.00 
net. 

The co-operation of all the leading etchers and 

engravers of the world has been secured, and it is 

possible therefore to present to readers of the spe¬ 

cial Summer Number reproductions of the best 

work of the best artists of all nationalities. 

j&oDcrn $cn ^Draining 
European and American. Edited by Chas. 
Holme. Bound in Cloth, $4.00 net. 

The purpose of this book is a simple one ; name¬ 

ly, to give typical and varied examples of contem¬ 

porary pen-and-ink drawings, and in this field it is 

without a rival. The illustrations are of the highest 

class in reproducing work. 

JOHN LANE NEW YORK 

jflciu (Snglaitb 
Conservatory of 

JHttstc 
GEO. W. CHADWICK, Director 

The Leading Conservatory in America 

PROVIDES unequalled advantages for the study of music in all its 

departments, including the Opera. Excellent normal courses for 

‘Teachers. - _ 

FALL TERM NOW OPEN in the new and superbly equipped 
building. For year-book, address Frank W. Hale, General Manager, 

HUNTINGTON AVENUE (Corner Gainsborough), 
BOSTON, MASS. 
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ILLUSTRATED 
DESCRIPTIVE CATALOGUE FREE 

The following titles are selected from an unusually interesting list 
of Autumn books. Send for new Fall Catalogue. 

FAMOUS FAMILIES OF NEW YORK 
By Margherita Arlina Hamm. Large 4to. Illustrated. 2 Vols. Net $ 15.00 

THE AMERICAN IMMORTALS 
By George Cary Eggleston. Illustrated. Net $10.00 

THE HUDSON RIVER FROM OCEAN TO SOURCE 
By E. M. Bacon. With 100 illustrations and a Sectional Map of the River 

ROMANCE OF THE COLORADO RIVER 
By F. S. Dellenbaugh. Illustrated 

WILLIAM MORRIS Poet, Craftsman, Socialist 
By Elisabeth L. Cary. Illustrated. Net $3.50 

SONNETS FROM THE PORTUGUESE 
By E. B. Browning. Decorated and illustrated in color by Margaret Armstrong. $2.00 

IDYLLS OF THE KING 
By Alfred Tennyson. With 31 Photogravures after Gustav Dore. 2 Vols. Each, $1 75 

SOCIAL ENGLAND 
By various eminent writers. King Edward Edition. 6 Vols. (Vol. III. nearly ready). Illustrated 

STUDIES OF A BIOGRAPHER 
By Leslie Stephen. New series. 2 Vols. Net $4.00 

ENGLISH THOUGHT IN THE XVIII. CENTURY 
By Leslie Stephen. 3d Edition, Revised and Enlarged. 2 Vols. Net $8.00 

MEMOIRS OF CHATEAUBRIAND 
Translated by A. T. de Mattos. 6 Vols. Illustrated. Each, net $3.75 

THE YOUTH OF LA GRANDE MADEMOISELLE 
By Arvede Barine. Illustrated 

ANTHOLOGY OF RUSSIAN LITERATURE 
By Leo Wiener. 2 parts. Each, net $3.00 

A HISTORY OF GERMAN LITERATURE 
By John G. Robertson. Net $3.50 

THE PAPAL MONARCHY 
By William Barry. (Story of the Nations). Illustrated. iV«f$i.35 

THE SONS OF ST. FRANCIS 
By A. MacDonnell. Illustrated. Net $3.50 

ST. AUGUSTINE AND HIS AGE 
By Joseph McCabe. Net $2.00 

TWENTY-SIX HISTORIC SHIPS 
By F. Stanhope Hill, Late U.S.N. Illustrated 

THE LOST ART OF READING 
By Gerald Stanley Lee 

IN CITY TENTS 
By Christine Terhune Herrick. Net $1.00 

ITALIAN LIFE IN TOWN AND COUNTRY 
By L. Villari. No. 7 in “Our European Neighbors.’’ Illustrated. Net $1.20 
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c 7 HE only book existing that shows by actual examples what is 

7 possible in garden-making in America. Two hundred and twenty- 

seven charming views showing sixty-one gardens in addition to plans. 

Price, $/.JO net, express paid. Invaluable to garden planners and 

garden owners. Send for circular giving details. 

BATES & GUILD CO., Publishers, 42 Chauncy Street, Boston 

Reduced from one of the 227 -views from specially taken photographs in “American Gardens ” 
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‘MASTERS IN ART’ FOR 1903 

Masters in art’ for 1003 will, 

IT IS BELIEVED, PROVE EVEN 

MORE ATTRACTIVE THAN ANY PRE¬ 

VIOUS VOLUME, POSSIBLY FOR THE 

REASON THAT THE PROGRAMME 

INCLUDES A LARGER PROPORTION 

THAN USUAL OF COMPARATIVELY 

MODERN PAINTERS, WHOSE WORK, 

IF LESS HISTORICALLY IMPORTANT 

THAN THAT OF SOME OF THE 

OLDER MASTERS, HAS, ON THE OTHER 

HAND, PERHAPS MORE APPEAL 

FOR CONTEMPORARY EYES. 

C, ROSSETTI 

virtual founder of the English pre-Raphaelite 

school, but who left it to seek his individual 

goal, — the resurrection through art of the for¬ 

gotten world of old romance. 

C.ROSA BONHEUR 

the French woman painter, who surpassed all 

other animal painters in the rendering of 

spirited action. 

C.PUVIS DE CHAVANNES 

C.THE OLDER MASTERS 
are, however, by no means to be neglected. 

Among those to be represented may be named: 

C.GIORGIONE 
Titian s contemporary, and hardly his inferior, 

who, leading the way from the dreamland of 

religious imagination, crowned Venetian art 

with the sense of real life and the purely 

p ictorial beauty of human grace. 

C.THE FRESCOS OF RAPHAEL 
The considerat ion of Raphael, one side of whose 

achievement was illustrated by his easel pic¬ 

tures shown in a previous volume, will be com¬ 

pleted by a number devoted to his frescos, which 

many critics deem his greatest works. 

C, FRA ANGELICO 
the Florentine painter-friar who won his title 

of “the angelic" through the mystic charm and 

flower-like grace and spirituality of his saints 

and angels. 

C.OF THE COMPARATIVELY 
modern painters to be represented during IQOJ 

may be named: 

C, ROMNEY 
one of the three great English portraitists, who 

divided the admiration of the art world with 

Sir Joshua Reynolds, and whose portraits of 

women are unsurpassed in grace, distinction, 

and sweetness. 

the greatest mural painter of modern times, 

who died but four years ago. 

C,THESE SEVEN 

may be named out of the twelve painters who 

will constitute the subjects for the New Volume. 

The remaining names, which will be no less 

interesting, are to be announced later. 

C.IN GENERAL 

‘Masters in Art' will continue on the same lines 

and will contain all the features of previous 

years; and no pains will be spared to maintain 

the same high standard in illustrations and text. 

AS A CHRISTMAS GIFT THE NEW 

VOLUME WILL BE ESPECIALLY 

APPROPRIATE. HUNDREDS OF SUB¬ 

SCRIPTIONS TO ‘MASTERS IN ART’ 

ARE USED IN THIS WAY EVERY YEAR, 

AND THE PUBLISHERS WILL ARRANGE 

TO SEND THE F I R S T ( J A N U A R Y) 

NUMBER OF SUCH CHRISTMAS-GIFT 

SUBSCRIPTIONS OF THE 1903 VOLUME 

IN ADVANCE, SO THAT IT SHALL 

REACH THE RECIPIENT ON CHRIST¬ 

MAS DAY. SUBSCRIPTIONS INTENDED 

FOR THIS USE SHOULD, HOWEVER, 

BE SENT IN AS FAR IN ADVANCE AS 

POSSIBLE,THAT SPF.CIAL ATTENTION 

MAY BE GIVEN THEM BEFORE THE 

HOLIDAY PRESS OF ORDERS. 

BATES GUILD COMPANY, PUBLISHERS, BOSTON 
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IDasttrsinHrt 
H^me^jQgl^atEdiftpnofirap^ 

THE NUMBERS OF MASTERS IN ART 

WHICH HAVE ALREADY APPEARED 

IN THE CURRENT, 1902, VOLUME ARE 

PART 25 

PART 26 

PART 27 

JANUARY . . . PHIDIAS 

FEBRUARY . . PERUGINO 

MARCH drawings of HOLBEIN 

. . TINTORETTO 

PIETER de HOOCH 

. . . NATTIER 

PART 28 —APRIL 

PART 29 —MAY . 

PART 30—JUNE . . 

PART 31—JULY . . 

PART 32—AUGUST . 

PART 33 —SEPTEMBER 

PART 34—OCTOBER 

PAUL POTTER 

. . . GIOTTO 

PRAXITELES 

. HOGARTH 

PART 36, THE ISSUE FOR 

TUcccmftcr 
WILL TREAT OF 

Cttini 
NUMBERS ISSUED IN PREVIOUS VOLUMES 

OF MASTERS IN ART 

YTol. 1. * W. U. 
Part i.- 

Part z- 

Part j 

Part 4- 

Part 5.- 

Part 6.- 

Part 7.- 

Part 8.- 

Part 9.- 

Part 10.- 

Part ii.— 

Part 12.— 

-VAN DYCK 

-TITIAN 

-VELASQUEZ 

-HOLBEIN 

-BOTTICELLI 

-REMBRANDT 

-REYNOLDS 

-MILLET 

-GIO. BELLINI 

-MURILLO 

-HALS 

■RAPHAEL 

* Sculpture 

Part 13.—RUBENS 

Part 14 —DA VINCI 

Tart 15.—DURER 

Part 16.—MICHELANGELO* 

Part 17.—MICHELANGELOf 

Part 18.—COROT 

Part 19.—BURNE-JONES 

Part 20.—TER BORCH 

Part 21— DELLA ROBBIA 

Part 22— DEL SARTO 

Part 23.—GAINSBOROUGH 

Part 24.—COR R EGGIO 

\ Painting 

8UI tljc abokc named isjsuck 
arc constantly kept in Stock 

PRICE FOR SINGLE PARTS, 15 CENTS EACH 

PRICE FOR ANY TWELVE CONSECUTIVE PARTS, 

$1.50. VOLUME 1, CONTAINING PARTS 1 TO 12, INCLU¬ 

SIVE, AND VOLUME 2, CONTAINING PARTS 13 TO 24, 

INCLUSIVE, CAN BE SUPPLIED BOUND, IN BROWN 

BUCKRAM, WITH GILT STAMPS AND GILT TOP, 

FOR $3.00 EACH : IN GREEN HALF-MOROCCO, GILT 

STAMPS AND GILT TOP, FOR $3.50 EACH. 

are chosen by the most eminent artists for the repro¬ 

duction of their works, and are ever) where recognized 

as the best art reproductions made in America. The 

distinguished artist 

Edwin A. Abbey, 

selected by King 

Edward to paint 

the Coronation 

picture, says of our 

prints of his new 

Quest of the 
Holy Grail in the 

Boston Public Li¬ 

brary : “It gives 

me much pleasure 

to testify to the 

exce'lence of the 

COPLEY 
PRINTS. Those 

that have been 

published repro¬ 

ducing my own work I could not wish bettered.” 

There is nothing better for the picture decoration of walls. 
Obtainable through the art stores, or sent on approval by the 
publishers. Prices, 50 cents to $10.00. Send for our com¬ 
plete catalogue, illustrated, 10 cents (stamps). 

Look for our initials in monogram c on all genuine 

COPLEY PRINTS. 

CURTIS <S. CAMERON 

23 Pierce Building, opposite Public Library, Boston 

I 

jHasterptcccs of art 

UR large Series of Photogravures comprises 

selections from some of the foremost Eu¬ 

ropean Galleries in monochrome copper 

prints, which, in their faithfulness to the 

originals, come close to the possible limits of reproductive 

art. 

THE COLLECTIONS REPRESENTED ARE t 

The Hermitage in St. Petersburg 
The National Gallery in London 

The Prado in Madrid 
The Rembrandts in the Berlin, Cassel, 

and Dresden Galleries 
The Masterpieces of Grosvenor House 

Masterpieces of the French School i>f the 
XVIII Century, from the collection 

of the German Emperor 
The Holbeins and D'urers in the Berlin 

Gallery' 

A catalogue of these, with a few illustrations, is 

mailed upon receipt of 10c in stamps. Also write for 

particulars regarding our fully illustrated catalogue. 

Berlin Jpljotograyljic Company 
Fine Xrt publishers 

14 EAST 23D STREET, NEW YORK 
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Use the Adams Cable Code, a Cipher Codex 
for Circulation among Travellers. 

If you are going abroad for a bicycle trip, send for 

“ Bicycling Notes for Tourists Abroad.” 

LEYLAND LINE 
FROM BOSTON TO LIVERPOOL 

Low Rates, First Cabin Only. 

$50 WINTER, Commencing on October 1. 

ROUND TRIP as low as $90. 

Passengers holding return tickets have 
privilege of returning by direct Steamers, 
London to Boston, or by the company’s Ser¬ 
vice, Liverpool to New York or Boston. 

t I 'HESE new and immense steamships are among 

L the largest vessels sailing from Boston, and have 

splendid accommodations for First Cabin passengers 

only. The staterooms are large and are located on the 

upper decks. Splendid new steamers now running : — 

Devonian, 11,000 tons. Winifredian, 10,500 
tons. Bohemian, 9,500 tons. Cestrian, 9,000 
tons. Others building. 

F. O. HOUGHTON & CO. 
General Passenger Agents 

115 State Street, cor. Broad Street, Boston 
Telephone, 1359 Main. 

“MASTERS IN ART” PRINTS OF 

fbolbetn's 
WINDSOR 

©raftings 
FOR FRAMING 

<&/> 

A Set of the Ten Examples of 

Holbein s Portrait Drawings 

at Windsor shown in the March 

issue of “Masters in Art," 

printed in the same style and 

color, but on one side of the pa¬ 

per only, and without lettering, 

suitable for Framing, will be 

sent, postpaid, for 

jfiftp €cnt£ 

BATES & GUILD CO.: BOSTON, MASS. 

VEUVE CHAFFARD 

Pure Olive Oil 

Honest 

Bottles 

Full Quarts 

/ Full Pints 

Full Half-Pints 

S. S. PIERCE CO. 
BOSTON —BROOKLINE 

| ------ 

Eijc aSooli-Ulatc 
inside the cover of your 
book not only settles the 
question of ownership for 
all time, but also fur¬ 
nishes an excellent op¬ 
portunity to express your 
taste in identifying your 
personality with your 
books. 

& ISoofe-likte 
is the most convenient 
and artistic way of mark¬ 
ing a book. 

it 
Hmttl) & porter $rcss 

Makers of Artistic Book-Plates 

64 FEDERAL ST., BOSTON 

Correspondence Invited 
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Addresses and Resolutions 
engrossed and illuminated for 
Club and Society Committees. 

J03 Broadway, new Vork 

DCSIGNtD 
)TO ORD6R. FOR 

'^OOK LOVeRS, 
./AT LOW PRICES 

(Teats 
€MBLAZONED IN 
CORRECT STYLE. 

Jfme$ & Rollinson 

OUTLINES FOR ART STUDY 
A new system for individuals and clubs, with special 

reproductions. First number free. 

ART TOURS 

in Europe and America, led by brilliant critics and lec¬ 

turers, available for ART LECTURES anywhere in 

America. Course now running in Boston Art Museum. 

Write or call on 

BUREAU OF UNIVERSITY TRAVEL, 

201 Clarendon Street, Boston. 

European Travel 

Miss Weldon will take six young ladies 

abroad. Restricted. Highest references. Ad¬ 

dress for Prospectus of the trip 

Miss WELDON 

“ The Moorings ” HOWARD, PA. 

Attention is directed to the full-page 

advertisement of 

“American <©arbeiis” 
IN THIS ISSUE 

The book is now on sale. 

Price, 

BATES & GUILD CO., Publishers 

42 Chauncy Street, Boston, Mass. 

£rt academy of Cincinnati 
ENDOWED for HIGHER EDUCATION in ART. 
Money Scholarships. Year’s Tuition, $25.00. 

FRANK DUVENECK \ 
THOMAS S. NOBLE f 
V. NOWOTTNY > 
L. H. MEAKIN V 
J. H. SHARP J 
C. J. BARNHORN 
W. H. FRY 
ANNA RIIS For 
CAROLINE A. LORD 
HENRIETTA WILSON 
KATE R. MILLER 

For drawing, painting, 
composition, artistic 

anatomy, etc. 

For modeling 
For wood carving 

design and china painting 

I For preparatory drawing, 
f etc. 

35th year: September 29th, 1902, to May 24th, 1903. 
Write to J. H. GEST, Director, Cincinnati, Ohio. 

SCHOOL* OF* THE 
MUSEUM * OF* FINE* ARTS 

BOSTON, MASS. 

INSTRUCTORS SCHOLARSHIPS 

E. C. TARBELL 
F. W. BENSON 
PHILIP HALE 

Drawing and 
Painting. 

B. L. PRATT Modeling 

Mrs. WM. STONE 
Decorative Design 

Paige Foreign Scholarship 
for Men and Women. 

Helen Hamblen Scholarship. 
Ten Free Scholarships. 
Prizes in money awarded in 

each department. 

Twenty-seventh Year 

E. W. EMERSON Anatomy 

A. K. CROSS Perspective 
For circulars and terms 
address the manager 

Miss EMILY DANFORTH NORCROSS 

OUR CATALOGUE OF 

architectural 
Publications 

Is Now Ready, and a Copy will be Mailed upon 

Request 

BATES & GUILD CO. 
Pub I is Ijcrs 

42 CHAUNCY ST., BOSTON, MASS. 
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This photograph shows a corner in the library of a wealthy woman’s 
home. The artistically-arrangej pictures on the walls are Cosmos 
Pictures. Only two of them are in frames—the others are mounted with 

our passe-partout outfits—we furnish everything but the glass ; the cost 
of all these pictures was less than one dollar, and the total cost of the 
passe-partout materials, mounts and frames, even including the glass 
—was less than five dollars. Our catalog telling how to do it will be 
sent with five selected standard size pictures and two large ones, post¬ 
paid, for 2; cents if you will mention Masters in Art. The catalog 
has a thousand miniature illustrations. 

A Feast for Picture Lovers 

Complete collections of Cosmos Pictures are in hundreds of the 
most refined and cultured homes in this country. The famous Cosmos 

Pictures have the very highest expression of real and lasting beauty ; 
they please, satisfy and gratify the most cultured and refined tastes 
because they are the best and highest attainable examples of artistic 
reproductions of great masters, and can be had for a very small outlay 
of money. 1 

Address Cosmos Pictures Company 
296 Broadway, New York 

UMcture-XtGbttnG 
Is in Itself an Art. 

Fine paintings are often spoiled by ineffective 

or poor lighting. 

«L 

£Ijc famous? frink cf»ps?tem 
is being used in a large number of the finest 

galleries in the country, and by a great many 

prominent collectors. Covers the pictures with 

a strong, even light; no glare in the eyes, or 

spots on the picture space. 

an fatal 3li0f)t. 
We have made a special study of picture-light¬ 

ing, and are prepared to give you the best re¬ 

sults attainable. Galleries, individual collections 

or paintings successfully lighted. Investigation 

invited. 

I. P. FRINK, 

551 Pearl Street, New York City. 

Otoners of 'Buildings 

A.*Void Liability 

from damages caused by ice or snow 

falling from roofs by applying 

T!^ Folsom New Model 
Snow Guard 

This is the simplest 

and only perfect device 

which holdssnow where 

it falls, prevents slides, 

or the gaihering of snow 

and ice at the eaves, 
which so frequently causes water to back up 

under the shingles or slates and damage walls 

and ceilings. Folsom Snow Guards are made 

for shingle, slate, tile, or metal roofs, both old 

and new, and are applied at trifling expense. 

Specified as the standard snow guard by 

architects everywhere. Writefor information. 

FOLSOM SNOW GUARD CO. 
105 Beach Street, Boston, Mass. 

FINE PLASTER 
REPRODUCTIONS OF 

Slntique anti 
f^oDcrn 

Sculpture, 
Statues?, 

^tatucttcp, 
ftdicfe, 

anti 23ustp, 
For the adornment 

of 

Homes and Schools 

c. 

tfforctgit piagttc &rt Co. 
12, 13, and 14 Waverly House 

Charlestown District BOSTON, MASS. TH E artistic reproductions of this concern make very 
desirable Christmas Gifts at small expense. '1 hey are 
praised by connoisseurs as being the best obtainable re¬ 

productions of sculpture, and are warranted for their artistic 
excellence. The beautiful tint in which they arc finished 
renders them washable. 

Prices moderate. Their new illustrated catalogue, edition 
1902, free to applicants. 
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PORTABLE 

Pool ^Billiard 
TABLE 

FOR. HOME PLAYING $15 to $45. 
BILLIARDS, POOL, BALLETTO, TENPINS, ETC.—USE IN ANY ROOM 

Sizes, 5, 6, 6y£ and 7 Feet. Weight, 30 to 70 Lbs. 

Recently improved. Place on dining or library table, or on our folding stand; 
set away in closet or behind door. Rich mahogany frame, with bed of patent 1 
laminated wood, steel braced; the only bed that will remain perfectly level 
under all conditions ; green broadcloth cover, best rubber and steel cushions, 

regular pockets with pocket covers, 16 finest balls, 4 cues; 40 imple¬ 
ments gratis. Sent on trial. Write for booklet and colored plates, free ; 

also for name of your local dealer. 
We make the best Folding Parlor Tennis Table. Send for De¬ 

scriptive Price List. 

THE E. T. BURROWES CO., Portland, Me., and New York. 
g^Also Manufacturers Burrowes Rustless Insect Screens, Made to Order. / 

ROWNEY’S ARTISTS’ COLOURS 

ROWNEY’S finest (lround; ^ ' 

COLOURS Most Permanent^ IN THE MARKET. 

Most 'SnUiartt. ARE4HE, 

fo resale by all 

(ENGLISH MANUFACTURE) 

For Oil or Water-Colour 
Painting 

ROWNEY’S ROWNEY’S 
COLOURS COLOURS 

Are made of the Have been used 
finest selected ma- by the principal 
terials obtainable. artists in England 
and should always and France for 
be used for good over one hundred 
work. years. 

Established 1789 Established 1789 

FAVOR, RUHL & CO. 
3mpor*?t£f 

54 Park Place NEW YORK 



AN ARTISTIC PIANOFORTE 

beautiful 

lines, fine pro¬ 

portions, and exqui¬ 

site design distinguish 

this pianoforte as the 

aristocrat of its class 

JHason&lpnlinfEo. 
PURITAN MODEL ^Bojtfton gorft Chicago 

BRAUN’S 
CARBON 
PRINTS 

FINEST and MOST DURABLE 

IMPORTED WORKS of ART 

NE HUNDRED THOUSAND 

direct reproductions from the original 

paintings and drawings by old and modern 

masters. Our world-renowned publica¬ 

tions of the most celebrated masterpieces by 

Titian number 300; by Holbein, 400; 

by Velasquez, 150; by Rembrandt, 

400 ; etc., etc. Illustrated extract from 

our General Catalogue sent on application ; 

price, 50 cents (free to educational institu¬ 

tions). ]f Special terms to schools. 

BRAUN, CLEMENT & CO. 
249 Fifth Avenue, cor. 28th Street 

NEW YORK CITY 

N 0 other branch house in America. 

Special terms to schools, architects, and decorators. 

VISITORS to NEW YORK 

Are cordially invited to the 

Cjrfjtlntton of $atnttngs 
By Bouguereau, Rosa Bonheur, Cazin, 

Corot, Daubigny, Dupre, Diaz, Fromen- 

tin, Henner, Jacque, Meissonier, Roy- 

bet, Rousseau, Thaulow, Troy on, Ziem, 

and a Collection of Portraits by the Old 

Masters of the Early French, English, 

and Dtkch Schools. 

ART GALLERIES of 
EDWARD BRANDUS 

391 Fifth Avenue Rue de la Paix 
Bet. 36th and 37th Sts. I 6 

NEW YORK PARIS 
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