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Reynolds and Blake

— Blake’s criticism on Reynolds —

Rikyu Kono

Abstract

1

After serving his apprenticeship to James Basire for seven years, Blake
entered the Royal Academy.

Sir Joshua Reynolds was the first president of the Royal Academy. His prin-
ciple of conduct was to raise the status of the Brithish artist and to elevate the
British portrait tradition by naturalization into England of the Grand Style. The
ladies and the gentlemen in his portraitures were, therefore, so elegant and dig-
nified that the people who wished to depict themselves as an angel or a coura-
geous hero came to his studio.

Blake was, on the contrary, addicted to Fresco painting. He took no
interest in oil painting which had been in popularity among the ordinary
painters. So he could not follow the conduct of the Royal Academy under
Reynolds.

2

Reynold had bathed in Neo-classism. So his art and mind were, at first,
formed by the great masters such as Raphael, Michelangelo and the Antique.
But, returning from Italy, he changed his attitude: he paid too much attention
to the Italians of the Seventeenth century and too little to the Primitive.

Especially he became paid most attention of all to the distribution of light and
shade.

3

Perhaps there is no painter who was so much enchanted with the beauty
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of line or outline as Blake. He says that every line is the line of beauty, and
that line is also living Form and Eternal Existence, which can be found in
Gothic art. Artist must be the man who finds something of Inspiration: he
must be the man who can travel to Heaven in his Mind & Thoughts. Art is,
therefore, the Religion Itself.

4

Blake says that the Venetian School pays its Attention to a contempt &
Neglect of Form & to the Destruction of all Form or Outline Purposely &
Intentionafly. The Venetians are, he says, not so elegant as Reynolds remarks;
it is rather vulgar. So they are Opposite in every thing to True Art. He says,
“To recover Art has been the business of my life.”

5

Reynolds was blind in his later years. But he was not a person as Milton,
because he was, Blake thought, at all times Hired by the Satans for the Depres-
sion of Art.

6

My opinion is that Tiriel in Tiriel is Reynolds himself. When Tiriel dies
he says: “My paradise is falln & --- my voice is past.” This word of Tiriel
seems to prophesy our general estimation of Reynolds at this present day.

(1)

Blake 13 1772 £ 8 A1z Lincoln’s Inn Fields @ Great Queen Street I
fete, MBEE 4 7 engravers O— A James Basire OFZfER E LTAL
72, ki Basire T 7 ERIMIR L7-dH &, Royal Academy W AZE L7
B, —HEERBWIRREDOZ L Tho L 9 THB, Basire DFFT, 7HEH
bR & LTER LTy, &5 LT Royal Academy TORM % K
D ENHR st D s, FOEBILIZS X b LA, ET 5K Royal
Academy DIREH OV TP in T bD X 5 TH 5,

Royal Academy % 1768 ez X h, FINESECITSEREO YNGR
KELTHATH 7 Sir Joshua Reynolds 23T Lic, 1% 16 SO
(1740 #£), Hudson OFFicfEss & LT A L, an ordinary portrait painter’s
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studio DfEHD B 2 7cdh &, 1743 Fn b 1749 E 3 T, HHE D Devonshire
% London THH THEAR LTz, TOHITBOFELH, 12 Y 7TAITE,
Rome = 1752 4 5 F % T#7E, Raphael % Michelangelo % Uw < h %8
LIz &\ T %, J@d Florence, Parma, Bologna, Venice, Paris & %
o T, 1753 4F 5 212 London 12 % & » TR, JREIHH 72 Commo-
dore Keppel (1753~54) T—@#& % H T 5 = EH KD,

&4 Reynolds D H & Lcd A%, BHABEDOFBALALINT K
EEROMMEDHITE Z Lh T,

This raising of the status of the British artist was the political

objective of Reynolds’s life and the mainspring of his conduct as
first President of the Royal Academy®.

52, 558 Dr. Johnson, Goldsmith, Burke, Garrick & L #Hixs % & b, 1772
1t Oxford 2 b2 E %521, ¥ Royal Academy O EEIC
SfcE S T R, URFOBER L LTRBHBEORETH- T, HOEROM
MNEABEDTAEAB L ELARDLDTHS,

WX, BEBLTEEOHEELGDL b HE LK,

Reynolds felt that the fundamental purpose of art was ethical
and moral. Its aim was to elevate the thoughts of the spectator,
to purge his mind of petty and mean considerations through the
“contemplation of universal rectitude and harmony®.”

DX EAETD ST, Reynolds 11H LA E X, X Academy
DEEFERIRE LoD TH B2, OG- RIZEHARE I Grand Style
ZEhARTbD L vbRT W5,

An over-simplified statement would be that Reynolds returned
from Itatly saturated with the idea of the Grand Style and deter-
mined, since the practical bent of his mind made him aware that
there was no living to be made by a painter in London except

through portraiture, to elevate the British portrait tradition by
marrying it, as far as possible, to the Grand Style®.
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ZDD, WORBIANABRTERODLb DL, [RED L 5 ITH
WTh B ownin e, BENIREYOLL RNV 2 VX OEE KRB LS
BThotoknr s,

Z DX 57 Reynolds @B h HIck LT, Blake 1IKEE D » Tviz,
Gilchrist Xk D X 5 7eiE#E2 T\ 5, '

Blake used to tell of an interview he had once had with Rey-
nolds, in which our neglected enthusiast found the originator of
a sect in art to which his own was so hostile, very pleasant
personally, as most found him. ‘Well, Mr Blake,” blandly remarked
the president, who, doubtless, had heard strange accounts of his
interlocutor’s sayings and doings, ‘I hear you despise our art of
cil painting.’” ‘No, Sir Joshua, I don’t despise it; but I like fresco
better?.

IS HALBELDEETIE, A2V 7, VRoHFrACHTIHREET Yy 7
ERAOEFEBR ER Doz, 129 7N TT - BERER, BT
HEIL Reynolds @ L 51w & % vV 4 7Jk (the venetian) DEE % 51 L
E o TE&TWwiz, Blake @ 4 4 ) 7EEFORER 52 bR Tz b,
WOy y s —LUEOERS B e b HRIDCR, FEHAFED, £0OX
STBEL - S EANCHEN T thh ToB R TH 21D 2
HHT, FHLABUA BV AP T b TWieFED0 7 LR a, Uk
TGk, it el TILSF» T ke, £ OMAE, Blake i J g,
All Frescoes are as high finished as miniatures or enamels, and
they are known to be unchangeable; but oil, being a body
itself, will drink or absorb very little colour, and changing yellow,
and at length brown, destroys every colour it is mixed with,
especially every delicate colour. It turns every permanent white
to a yellow and brown putty, and has compelled the use of that
destroyer of colour, white lead; which, when its protecting oil
is evaporated, will become lead again. This is an awful thing to

say to oil Painters; they may call it madness, but it is true. All
the genuine old little pictures, called Cabinet Pictures, are in
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fresco and not in oil. Oil was not used, except by blundering
ignorance, till after Vandyke’s time, but the art of fresco painting
being lost, oil became a fetter to genius, and a dungeon to art.
But one convincing proof among many others, that these assertions
are true is, that real gold and silver cannot be used with oil, as

they are in all the old pictures and in Mr. B.’s frescos®.
L LS, 7y X3k EoREN & LBV CBEYEAT LD, &
VRN e oI B CEB L, DRERAHETL 52D ¢, Blake D5 X
512 unchangeable 213 & 5 Tz /oW LIS HH LA L THh 5,
X, Gilchrist 1% Blake @ an unnamed friend 72 5> OFHKA5H LT, &
DX RFEbEL W%,
‘Once I remember his talking to me of Reynolds,” writes a sur-
viving friend: ‘he became furious at what the latter had dared
to say of his early works. When a very young man he had called
on Reynolds to show him some designs, and had been recom-
mended to work with less extravagance and more simplicity, and

to correct his drawing. This Blake seemed to regard as an affront
never to be forgotten. He was very indignant when he spoke

Of itg).7
P& o5& 5L, o bffHIc) HEL L&V 5T, Reyn-
olds 11 Blake DE oDk 7ak Lick 5 & & T, Blake 3 oD ThH 5
7%, Reynolds 1Xv = 2V 4 7TIROEEX ST TH 2 taE2 %L, [HF
DELHE L5 LTS, o 2W¥IW] LwHoix, TE&EhiH, L&
R, EE¥ERB] TELZERVLHIDTEHA 52, LosLicsih, #
%L &35 Blake i L TAIIE,

The Venetian and Flemish practice is broken lines, broken masses,
and broken colours. Mr. B’s practice is unbroken lines, unbroken
masses, and unbroken colours. Their art is to lose form; his art
is to find form, and to keep it. His arts are opposite to theirs in
all things!®.

=D X 57 Reynolds & Blake DB MEICINL T, Keeper of the
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Royal Academy @ George Michael Moser & ®—{4:4,, Blake % LT Roy-

al Academy R D %D 3 ¥ HE R -0 X 5 TH D, Blake 2k o

Lo Lina,
I was once looking over the Prints from Rafael & Michael Angelo
in the Library of the Royal Academy. Moser came to me & said:
“You should not Study these old Hard, Stiff & Dry, Unfinish’d
Works of Art—Stay a little & I will shew you what you should
Study.” He then went & took down Le Brun’s & Rubens’s Gal-
leries. How I did secretly Rage! I also spoke my Mind. :-- T said
to Moser, “These things That you call Finish’d are not Even
Begun ; how can they then be Finish’d? The Man who does not
know The Beginning never can know the End of Art™.”

#J5, Reynolds DFF e H % Royal Academy 1%, v = %2V 4 7TIRD L&
e, TECERLFHRKDD HHERFEVe A b, Le Brun * Rubens
HROTOLTREDH - TeblFTH 5,

MED X 5wATL B E, Blake ORI b2 % 27t d
L, Lad Blake 1, BADOBRARCEZEFTHRETHALHETHL, #F
1Y Royal Academy # BT il bl oo lcDTH %,

(2)

Reynolds 1% 18 i d#Ec i & » 7= Neoclassicism O BB OFIE - 72
DT, Y%K, r—=< Tk Raphael ® Michelangelo £ 4% #E+T5 2 Liin b
DTHBHR, RBECY = %Y 5 7TROEELY ST C, tOBHEROHCEE D
T olz, DFD, 740 vy &KbY 322 4 TIRANEE Lo T o
7D THB, DI EH Blake it LTHIE, HELRWI ETH -7,
Reynolds 7% Royal Academy “C Discourses L7023 % & F » T 1798 £
B S hien, oAk Blake % Annotations %3 LTW5%, £ LTHD
Annotations #HATT S &, WOIXTF LW AELABEALT EB I H 5,
Reynolds 1%, 7 4 v vV L IREBRACEAILZ L LS DM,
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The Students instead of vying with each other which shall have
the readiest hand, should be taught to contend who shall have the
purest and most correct outline!®,

EDORTW5B E - A TL, Blake 1T
Excellent !
LEREAEEE L, X Reynolds 23

A firm and determined outline is one of the characteristics of the
great style in painting ; and let me add, that he who possesses the
knowledge of the exact form which every part of nature ought to
have, will be found of expressing that knowledge with correctness

and precision in all his works™.
EWVoTWb &2 AT

A Noble Sentence! Here is a Sentence, which overthrows all his
Book.

& Blake 1338 LT3, T4 Reynolds 23
The Venetian is indeed the most splendid of the school of elegance!®.
L5 &, Blake XER E LT

Vulgarity & not Elegance ; the Word Elegance ought to be applied
to Forms, not to Colours™.

LEELTW5,
¥ . 2V 4 7TIRiC elegance # B L7c Reynolds i3,

When I speak of the Venetian painter, I wish to be understood
to mean Paolo Veronese and Tintoret, to the exclusion of Titian;
for --- there is a sort of senatorial dignity about him'®.

Ly, 2y CHsR U7 Raphael %

He never acquired that nicety of taste in colours, that breadth of
light and shadow. :-- When he painted in oil, his hand seemed to
be so cramped and confined, that he not only lost that facility and
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spirit, but --- even that correctness of form!?.
EFF L, BiiE Michelangelo 23 1LC,

Michael Angelo -+ did not possess so many excellencies as Raffa-
elle +--1®,

Xz \voTnd, TDLIS5RLTY -2V 4 7RO, Biio@Eo
elegance IZ HE ¥ 7- Reynolds %, WEWT, HOoOEE» MBI BT 50 E#
DOESECSZERETE L 51T wnin,

He tells how he noted in his pocket-book the proportions of lights,
darks and half-tones in a picture and discovered that most painters
‘allowed not above a quarter for the light, another quarter to be
kept as dark as possible and the remaining half to be kept in
mezzotint’—adding that Rubens admitted rather more light and
Rembrandt considerably less!®.

2 LTH Iz, Discourse 12} \~Ti3,

It ought, in my opinion, to be indispensably observed, that the
masses of light in a picture be always of warm mellow colour,
vellow, red, or a yellowish-white, and that the blue, the grey, or
the green colours be kept almost entirely out of these masses,

and be used only to support and set off these warm colours; ---2

L DONT 3, Blake (12 DEESIE LT,

Colouring formed upon these Principles is destructive of All Art,
because it takes away the possibility of Variety & only promotes
Harmony or Blending of Colours one into another.

Lo Thg, BT THRIEERTREL

The great and golden rule of art, as well as of life, is this: That
the more distinct, sharp, and wirey the bounding line, the more
perfect the work of art; ---#9

&% %2 T3 Blake iz LT & E, Reynolds @ Discourse (I,
It is like the Smile of a Fool®.

(140)



Reynolds & Blake 141

LT E D TH D, Reynolds 1 1781 4EEH Holland =% Flanders ~J&
1T Utcly, %40 X 512 Rubens ® Rembrandt # %A T\ 5%, Blake (3%
5> 5 Reynolds #&F LT,

"Tis the trading English Venetian Cant
To speak Michael Angelo & Act Rembrandt®.

EFH ST 5B,

(3)

Blake 72, # (Line or Outline) o L X ke bh, HickwrlH L

ERY, FATHhA 5, Guilchrist 12k % &, Blake i3 Basire OFF
cHEEs & U C AT 58, Pars’ drawing-school 10 OB AT LT %
73, F O » B, print-dealer’s shops 12 HH A » LT, Raphael, Michelangelo,
Giulio Romano, Albert Diirer, Martin Hemskerk & ¢ prints % collection
LTk W5 2 ETha™, HEORL, REERETIVX TV AD
EFZETH DN, HEDD prints #F Az LT, Blake (25 CD drawing-
lessons >3 Twwic Xk 5 TH5, T hik, 177241 line-engraver T
WRGH L TH -l Basire OFICAMI LIcDb, Vi v P v ZADOERTTHLO
prints % collection LT\ 7z &\ 5 Blake DIFH0:BThH -7 TH A 5,
FLTX, $E5 LT 244, Basire i, the Society of Antiquaries 7 B
Okt Ly 7 OEBAEE T, Blake % Westminster FpfEEEIC
RofebndZ &b, Blake DfEOERL, DT L v 7 ZMWEEK L IRE S
D TH-te, RICH, Blake X5EMb - & I DEFIITHLRAAT
WICDTH B DD,

Every Line is the Line of Beauty; it is only fumble & Bungle

which cannot draw a Line; this only is Ugliness. That is not

a Line whicn doubts & Hesitates in the Midst of its Course®™.
EHER RS> T2 2bdThs, HIXT L v VEHREPARLOEREE L C
Wic, e b,
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Grecian is Mathematic Form: Gothic is Living Form,
Mathematic Form is Eternal in the Reasoning Memory :
Living Form is Eternal Existence®.

ThHDh,

In a work of Art it is not fine tints that are required, but Fine

Forms?).

KrbThbd, ThBHEROFCAFCEERIRYE LTI ALK L
T,
Moderns wish to draw figures without lines, and with great and

heavy shadows; are not shadows more unmeaning than lines, and
more heavy ? O who can doubts this I?®

LELELTWHEDTH D,
Blake 1= I #1101,
All Forms are Perfect in the Poet’s Mind, but these are not
Abstracted nor Compounded from Nature, but are from Imagina-
tion®).
—d D% DA Imagination 754 L, % LT Imagination & ¥ h 50O T
%%, Imagination G r i -BHOERTH D, NAROMATH
5., THVIHMAREMFBIIFELTNDDTH S,
The Man who never in his Mind & Thoughts travel’d to Heaven
Is No Artist®®,
All things are written in Eden. The Artist is an inhabitant of
that happy country; ---3
L7eh- T, Blake It & - TEFE VS DIZEEFDLDRDTEH B,
Blake 1= X 1uiE, EWIIBEALZHROEZETH - TR b0 TH S,

The Man who on Examining his own Mind finds nothing of
Inspiration ought not to dare to be an Artist; ---%

D F HEHKFILO O Inspiration, > F ) Imagination OE & LB U &
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b, Imagination O T35 FFRKEL L5 O ThiFThiEs b7cv, Imagina-
tion %, HEFLNED I SIS ndMhicny, LTELDLS5bDT
7w,

Nature has no Outline, but Imagination has®.
Imagination O F F i hi#o z, LGOI L, ALBOKRLOTHS,

Imagination only can furnish us with colouring appropriate, such
as if found in the Frescos of Rafael and Michael Angelo: the

disposition of forms always directs colouring in works of true art®.

(4)
Blake 23% .. 2 ¥ 4 7RI EXT 5L, B350,

Venetian Attention is to a Contempt & Neglect of Form Itself & to
the Destruction of all Form or Qutline Purposely & Intentionally™.

B THB, Thik, the Venetian is indeed the most splendid of the
school of elegance & 3% Reynolds =%} LT, Blake (%,

Vulgarity & not Elegance; the Word Elegance ought to be applied

to Forms, not to Colours®.
EEHREXBE B0 TH B, R, Blake iwk 5T

Rubend & the Venetians are Opposite in every thing to True
Art ---30,

THHENBIT, Vo 7Y 4 TIR% elegance E%E 2, T L TEOEH B o T
68 LT\ % Reynolds ic #8375 & L ik lm» 7o, L dh, BEEDOA %
2, ok s vulgar EB o T I SIS AR /sh - 72, Reynolds
&R LW EWT w5 Royal Academy % Blake 13k o & 5 i@k » T
ZN

A strange Erratum in all the Editions

Of Sir Joshua Reynold’s Lectures
Should be corrected by the Young Gentlemen
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And the Royal Academy’s directors.

Instead of “Michael Angelo”

Read “Rembrandt”; (& you will know del) for it is fit

(That Sir Joshua never wish’d to speak of Michael Angelo. del.)
To make (either sense or del) meer common honesty

In all that he has writ®.

Blake 17 & » T, £X,

--- Such Artists as Reynolds are at all times Hired by the Satans
for the Depression of Art—A Pretence of Art, To destroy Art®.

TeDTHD, FDID

To recover Art has been the business of my life to the Florentine
Original & if possible to go beyond that Original ; this I thought
the only pursuit worthy of (an Englishman del) a Man*®.
&% Blake 13w T\ %, % LT, Reynolds @ Discourses %3 % An-
notations IZRBWT DL LT, BARHTY - 2V 4 7IREOCZOBE/E
PHHEL, BOZEMEE DS ET0d, WFEBINEEBRTLOTH- 1,
DX 57 Blake O = AV 4 TR, ROEDBUEF KT HHHEREE &
WE Lok, MEOEKEOH TS, BEThHot X 5 THS, Gilchrist
RO XS EL Tn 5,
Many readers of the present day, who have learned to almost
worship the transcendant Venetian painters—Giogione, Titian, Tin-
toret, Veronese, not to speak of the Bellini, Carpaccio, &c.—may
be startled to note Blake’s pertinacious scorn of them. Such
readers will do well to remember that Blake, who had never been
abroad, must have formed his idea of the Venetians almost wholly
from engravings, and from what writers like Reynolds say of the

characteristics of the school. ‘He had picked up his notions of
Titian, says Mr. Palmer, ‘from picture-dealers’ “Titians ! 49

(5)

Reynolds IBREEBR LT LE o, 2% AU L 5% L Milton @
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BE EE 5 T, Reynolds 1IBFREOMF, BRNEOHFCE BRAAT
LEoT, KECEXBLWEE, Colttd & bl bliio 7ok Blake
ML TWL > ThHs, 2D iz, Blake oFE, b,
We are in a world of Generation & death, & this world we must
cast off if we would be Painters such as Rafael, Mich. Angelo &

the Ancient Sculptors; if we do not cast off this world we shall be
only Venetian Painters, who will be cast off & Lost from Art*®,

MHHEETLZ EAMEKL 5,

X, Blake 12k 1789 FEEHE = L B 55F Tiriel L\ 5 DD 5, &
DFFL, FA2HMILFEO—D TR D 5, BRI X, Tiriel X Reynolds
HEFIWLTWBEDTRWhEBbh s, Blake gt w5 H 7L 2
CEEST, FAHSORALEZELS DLILVWEATLDE DT, D
LML LDITLTCLESTWELDTHEM, Tirlel RERTHS L5
Z & &, Reynolds MIMEBH koot ¢85 T35 1L, X, —
Z Laws WX o CTHEML T2 5 & Lie Tiriel 0B b ik, Ao Ew
5 DRIARBRFEDL 57D T, HE LTI -T D,
Laws CIAHEE S 2 & B0KEN) RV HD S OLEL Tl
Tebd&#EL T, ERVEEFEZEDOEINM L% DX Lz Reynolds % H g
LERDLNLTHD, ZOFOKYOJST, Tirtel ZPYEFHOMR, BEiE
fZEo R s 28T % Valley of Har ~% £ T T, £2 TEQADTH
%59, Blake (%,

Such was Tiriel, (Hypocrisy, the idiot’s wisdom & the wise man’s

folly’s del )*®
EWVo T, FEROFOIHE LTHZDTH S0, H LICHD DL 2 55,
Blake @ Reynolds @4 HBicEbL LT3 5D ThHD, & LT Tiriel
NERE, RDLH 55D TH D, Tiriel % Reynolds &E% 5% &, &K
nTbbHo,

And now my paradise is fall’'n & --- my voice is past*¥.
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Uiy, So% 5 LEEEMEICEY LT, Discourses A b s X 5 EAT
%< ODHEZE%E Tiz Reynolds Tlkd-7ehd, Te A vl 7Hn7 ~HHT
P CERPEINCERD S S, KR L—HOBRIBZEAEE ST Lo
T B en® L, X, 20 04 Bic s\ T, Reynolds 125 <
FHE S TR O WRE, BFEH I, KREVCOISTHZErbh Tl
Blake ML 5 RS HMEIND L 510l -T, HABRADISKELBR T
%, my paradise is fall'n & --- my voice is past &\~ % Tiriel DF 312,

LY FDF %, Reynolds Wh Tk A X5 ThH5B,

(lBAn48 455 3 21 H3H)
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