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    Out of a single serpentine line, curving with measured freedom, William Hogarth proposes that beauty lives in the restless equilibrium between order and life, a path that teaches the eye to travel, linger, compare, and judge as form awakens to motion, proportion, and desire, testing rule against vitality, sameness against variety, and authority against the stubborn evidence of sight, while tracing how pleasure sharpens through intricacy, how clarity gathers through simplicity, and how meaning emerges when design serves fitness of purpose.

The Analysis of Beauty endures as a classic because it reshaped how readers think about seeing. At once practical and polemical, it challenged inherited dogmas and invited a broader public into conversations once reserved for academies. Its ideas radiated beyond painting and sculpture to architecture, ornament, caricature, and design, offering a vocabulary for discussing form that proved portable across disciplines. The book’s combination of visual examples and lucid prose helped stabilize a modern discourse of aesthetics in English, and its emblematic notion of the line of beauty has become a cultural touchstone. That reach and resilience secure its place in literary and artistic history.

Written by the English painter and engraver William Hogarth and first published in 1753, the book presents a theory of beauty grounded in observation and practice. Hogarth articulates six governing principles—fitness, variety, uniformity, simplicity, intricacy, and quantity—and illustrates them with engraved plates that invite readers to test claims with their own eyes. He aims to equip artists and viewers alike with tools for judgment, offering a method rather than a rulebook. The central motif is the sinuous line of beauty, proposed as a key to graceful form and animated movement. Throughout, the purpose is clarity: to explain why certain forms please and how they do so.

Hogarth writes from the bustling milieu of mid eighteenth century London, where new publics for art were taking shape through print culture, exhibitions, and mercantile patronage. Trained as an engraver and renowned for narrative paintings and prints, he distrusted imported formulas and the mystique of connoisseurship. The Analysis of Beauty therefore advances a vernacular, experiential aesthetics that fits the city’s pragmatic energy. It argues that beauty is not a privilege of rare antiquities but a quality discoverable in everyday appearances when rightly observed. By addressing artisans, amateurs, and curious readers together, Hogarth democratizes taste without trivializing it, situating beauty in the dynamic commerce of looking.

The method is strikingly empirical. Hogarth stages comparisons, diagrams lines, positions figures, and demonstrates how slight alterations of curve, angle, or proportion recalibrate the viewer’s response. The engraved plates function as an interactive classroom, asking readers to trace, measure, and discover relations for themselves. His argument moves from bodies and drapery to architecture and decorative arts, always returning to the eye’s pathway across a form. He values economy and clarity without austerity, insisting that pleasure depends on a measured intricacy that engages attention. The prose is pointed and unpretentious, seasoned with wit, yet disciplined by a craftsman’s insistence on usable knowledge and replicable observation.

Its classic status also rests on the controversies it addressed and the conversations it opened. By contesting rigid canons of proportion and the authority of distant schools, the book recentered aesthetic judgment on perceptual experience. Teachers, designers, and critics have continued to debate and adapt its terms, finding in its principles a durable framework for analyzing form and movement. The phrase line of beauty entered artistic and literary vocabularies, symbolizing a graceful S shaped curve and, more broadly, a philosophy of living form. Subsequent discussions of taste, from the late eighteenth century onward, repeatedly return to Hogarth as a touchstone for English language aesthetics.

At the heart of the book lies a balanced tension among its principles. Variety enlivens without destroying coherence; uniformity offers order without deadening surprise. Simplicity clarifies, while intricacy gives the eye something to seek and follow. Fitness ties form to use, purpose, and context, and quantity scales effect without bluster. Through these pairings, Hogarth describes beauty as an activity rather than a static property: an unfolding relation between object and spectator. The viewer’s journey along the line of beauty models this activity, showing how pleasure arises from measured changes, rhythmic turns, and the promise of discovery renewed at each glance.

As prose, The Analysis of Beauty belongs to the Enlightenment tradition of inquiry, yet it stands apart for its intimate dialogue between words and images. Hogarth writes not to codify a system but to cultivate a habit of looking that anyone can practice. In doing so, he bridges practical instruction and reflective criticism, adding a distinct voice to the literature of taste. The book’s argumentative clarity and illustrative method influenced how later authors framed aesthetic questions in accessible terms. Its legacy is not only the theory it states but the pedagogy it models: a reader centered education in perception, judgment, and careful attention.

The work reflects, of course, the circumstances of its time. Its examples favor the materials, manners, and visual conventions familiar to eighteenth century London, and its polemics answer local debates. Yet acknowledging those boundaries sharpens rather than diminishes its value. Many of its insights concern capacities of attention, preference, and comparison that remain constant, even as styles change. Reading Hogarth historically allows present day audiences to distinguish between claims tied to his context and those that illuminate recurring problems of form. The analysis thus invites both sympathy and scrutiny, rewarding readers who test its arguments against their own experience of looking.

Contemporary relevance flows from the book’s insistence that design guides the eye through orchestrated movement. Whether one thinks about typography, product design, landscape, or the pacing of images in screen media, the questions Hogarth poses about curvature, contrast, emphasis, and scale still matter. His principles help explain why certain interfaces feel legible, why certain spaces calm or stimulate, and why small changes in line or proportion transform perception. Artists and educators continue to mine his vocabulary for teaching composition and visual hierarchy. The enduring applicability of these concepts underscores the book’s practical wisdom as well as its historical significance.

Readers approaching The Analysis of Beauty today will find both a treatise and a manual. The text asks to be read with the plates at hand, tracing the proposed lines, testing hypotheses, and noticing how perception shifts with each variation. It rewards slow looking and a willingness to experiment. Hogarth’s aim is not to dictate taste but to refine it, moving from assertion to demonstration and back again. Taking part in that process, readers learn to articulate reasons for preference and to recognize patterns that otherwise pass unnoticed. The result is an education in seeing that extends beyond any single art.

In sum, the book offers a compelling vision of beauty as animated order, sustained by variety, clarified by simplicity, and governed by fitness and scale. It captures the drama of the eye in motion and dignifies the labor of attention that underlies taste. As a classic, it stands at the intersection of craft, criticism, and cultural history, continuing to spark debate and guide practice. Its line of beauty remains a living figure for grace and intention combined. For contemporary audiences, the appeal lies in both its ideas and its method: a lasting invitation to look, think, and look again.
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    William Hogarth’s The Analysis of Beauty (1753) is a theoretical treatise that explains what makes forms visually pleasing, aimed at practitioners and general readers. Using two large engraved plates filled with numbered examples, Hogarth sets out practical principles for judging and producing beauty in painting, sculpture, ornament, and everyday objects. He emphasizes clarity over specialized jargon, framing beauty as something observable and teachable. The work proceeds from general propositions about line and form to specific applications in the human figure, composition, and design. Throughout, he positions his account as an alternative to rigid canons, grounding taste in perception and use rather than authority.

Hogarth begins with the “line of beauty,” a gently waving, serpentine curve he claims most powerfully engages the eye. This S-like movement, he argues, leads the viewer through a form with pleasing variety and controlled change, unlike straight or purely circular lines that quickly exhaust attention. The eye’s pursuit of this line produces a sense of liveliness and grace. He illustrates the distinction with examples in the plates, contrasting stiff, mechanical outlines with flowing ones. This initial thesis connects beauty to motion and transition, establishing the central role of line as the conduit for visual interest and as the organizer of forms.

He next states six principal causes of visual pleasure: fitness, variety, uniformity, simplicity, intricacy, and quantity. Fitness denotes suitableness to purpose and character; variety supplies multiplicity and change; uniformity provides correspondence among parts; simplicity ensures ease of apprehension; intricacy invites the eye’s pursuit through winding forms; quantity contributes magnitude and fullness. Hogarth stresses that no single principle suffices alone, and that excess in any can produce deformity or dullness. Their best effects occur in concert, with the serpentine line acting as a key vehicle for variety and intricacy, moderated by fitness, uniformity, and simplicity to preserve coherence.

Applying these ideas to the human figure, Hogarth links grace to compounded curves in posture and limb. He describes how the neck, torso, and limbs often follow subtle S-curves, and how hands, hair, and drapery reinforce this movement. He distinguishes between rigid, straight alignments and poised attitudes that carry the eye through a sequence of changing contours. Examples in the plates show how a single ruling line can coordinate the figure, while varied subordinate lines enrich it. He outlines general differences among bodies by sex, age, and character, urging artists to seek lines that express action and temper them with clarity so forms remain intelligible.

On proportion and symmetry, Hogarth challenges the idea of fixed, universal measures of beauty. He argues that pleasing proportion arises from fitness to function and character, not from immutable ratios. Symmetry can aid recognition and order, but exact bilateral repetition may dull the eye; balanced irregularities often prove more engaging. He notes that admirable figures can differ widely in dimensions, with heroic bodies emphasizing strength and graceful bodies emphasizing delicacy, each suited to its intent. Examples of exaggeration and deformity clarify his point by showing how extremes of size, sameness, or distortion can undermine fitness, variety, and the continuous path of the eye.

Turning to composition, Hogarth explains how lines direct attention across a picture. Principal and subordinate contours should cooperate to guide the gaze, with counter-movements preventing monotony. Grouping figures and arranging their attitudes create a coherent flow that supports the main action. He connects this with light and shade, advising that gradations reinforce roundness and that distribution of lights should assist the leading line rather than fight it. Harsh breaks, excessive parallels, or crowded sameness interrupt the eye’s pleasurable pursuit. The plates demonstrate how slight alterations in pose, outline, or lighting can convert a confused arrangement into one that is legible and engaging.

Hogarth extends the analysis to objects, dress, ornament, and architecture, arguing that the same principles apply broadly. Curved profiles in utensils, furniture, and garments afford variety without sacrificing fitness. In ornament, spirals, foliage, and shell-like forms exemplify the serpentine principle, while over-elaboration without purpose defeats simplicity and tires the eye. In buildings, quantity can add grandeur, but mere bulk without fine variation proves heavy; uniformity gives order, but repeated sameness needs relief. He emphasizes drapery as a practical field for studying flowing lines, showing how folds can either enforce the figure’s action or contradict it, thereby clarifying or confusing the overall design.

Addressing taste and fashion, Hogarth maintains that judgment improves through observation of nature and practice, not deference to established names. He cautions against connoisseurship that prizes pedigree over perceptible quality and encourages readers to train the eye by tracing and comparing lines, using the plates as exercises. Caricature appears as a didactic tool: by exaggerating departures from fitness or variety, it makes underlying principles evident. He separates beauty from character depiction, noting that power and expressiveness may require forms that are not strictly beautiful. The work seeks to make the criteria of taste accessible, offering method rather than doctrine.

The treatise closes by reaffirming that beauty is primarily a matter of agreeable variation, governed by the serpentine line and supported by six interrelated principles. There are no absolute formulas: effective design depends on purpose, context, and the viewer’s guided attention. By moving from general axioms to specific cases—figure, composition, ornament, and architecture—Hogarth presents a coherent, practical framework for creating and judging visual forms. The engraved plates serve as a visual compendium of the argument. The overall message is that beauty can be analyzed, taught, and practiced, provided line, variety, and fitness are thoughtfully combined into a harmonious whole.
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    William Hogarth’s The Analysis of Beauty was published in London in 1753, in the teeming, expanding metropolis that was then Europe’s largest city. The treatise emerged from workshops and coffeehouses clustered around Covent Garden, St. Martin’s Lane, and Leicester Fields, where artisans, dealers, and amateurs debated design. London’s dual character—its polite theaters and academies alongside crowded markets and rookeries—provided the visual diversity that Hogarth distilled into his famous serpentine line. Printed with two large copperplate engravings, the book aimed to codify everyday visual experience in a city energized by commerce, widening literacy, and a sophisticated print trade that made images a public language.

The work belongs to the Georgian era under George II (r. 1727–1760), dominated by Whig governments that prized commercial stability. Robert Walpole’s long tenure (1721–1742) and the Pelham administration that followed favored a culture of improvement, regulation, and polite sociability. At the same time, Britain faced intermittent wars with France and internal security crises, notably the Jacobite rising of 1745, which sharpened national feeling. Hogarth’s career unfolded within this atmosphere: patriotic yet urbanely commercial, wary of aristocratic connoisseurship, and attuned to the new public of middling buyers. The Analysis of Beauty seeks principles for this public, treating taste as a civic, not courtly, capacity.

The explosive growth of London’s print market in the 1720s–1750s formed the immediate economic context for the book. After the lapse of pre-publication licensing in 1695, printshops along Cheapside, Fleet Street, and the Strand displayed satires, portraits, and maps to passersby. Publishers such as John Bowles and the Overton family popularized engraved images as affordable commodities. Hogarth mastered this retail ecology, selling by subscription from his studio near Leicester Fields and orchestrating public anticipation for series like A Harlot’s Progress (1732). The Analysis of Beauty, with its explanatory plates, addressed the same broad audience, translating workshop knowledge of line, proportion, and movement into public instruction.

Central to Hogarth’s authority was the Engravers’ Copyright Act of 1735 (8 Geo. II c.13), often called the Hogarth Act. Before 1735, pirated copies of popular prints flooded the market, undercutting artists’ livelihoods. Hogarth led a coalition of printmakers and sellers to petition Parliament, framing original prints as intellectual property requiring legal protection. The statute granted designers exclusive rights to their engraved works for an initial term (commonly fourteen years), with penalties for unauthorized impressions. This legal recognition professionalized printmaking, promoted investment in ambitious plates, and elevated the status of the designer-engraver within Britain’s art economy.

The new law directly shaped The Analysis of Beauty. Hogarth could plan and finance two large, information-dense plates—crowded with numbered references—knowing statutory remedies would deter piracy. The book’s pedagogical ambition presupposed a secure market in which clear diagrams (waving lines, proportioning schemes, patterned ornaments) would reach paying readers rather than counterfeiters. More broadly, the Act legitimized the artist’s claim to authorship. Hogarth’s confident attack on foreign connoisseurs and rigid academic canons rests on the same foundation: a British public sphere where the artist writes, prints, and sells under a national law that protects his original ideas about design.

Equally formative was the social crisis known as the Gin Craze. From the 1720s, cheap grain spirits became ubiquitous in London’s poorer parishes—St. Giles, Holborn, and the eastern wards—encouraged by permissive distilling policy and low prices. By the early 1740s, magistrates and philanthropists decried rising disorder, illness, and infant neglect tied to spirit consumption, dubbing gin as Mother’s Ruin. Hogarth’s city scenes registered this strain: overcrowded yards, pawned clothes, and crumbling bodies were familiar urban sights. The disorder of streets and bodies—visible, legible, and morally consequential—formed the empirical ground from which he theorized beauty, fitness, and the moving line.

Legislative attempts began with the 1736 Gin Act, imposing a £50 annual license and heavy duties, which provoked riots and widespread evasion; enforcement collapsed by 1743. Reformers regrouped. In 1751 Henry Fielding, newly a Bow Street magistrate, published a policy tract linking gin to crime, and Parliament passed a stricter Gin Act (25 Geo. II), tying retail to licensed victuallers and improving enforcement. In the same year, Hogarth issued Beer Street and Gin Lane (1751), explicitly supporting the Act. These companion prints dramatized a civic program: sober industry, sturdy bodies, and well-proportioned buildings as emblems of health, against the crooked lines of vice and collapse.

Two years later, The Analysis of Beauty reframed that campaign on an aesthetic plane. Hogarth’s six principles—fitness, variety, regularity, simplicity, intricacy, and quantity—translate the moralized contrasts of 1751 into a descriptive system of lines, forms, and movements. The serpentine line, associated with life and grace, opposes angular rigidity or slackness; ornament should enliven, not deform. In a city recently mobilized against bodily and architectural decay, the book asserts that beauty is not aristocratic luxury but a public good embedded in everyday design. It equips craftsmen and viewers with criteria to prefer well-shaped objects and spaces over the visual squalor that social policy sought to curb.

Philanthropy and public exhibition also framed Hogarth’s project. Captain Thomas Coram secured a royal charter for the Foundling Hospital in 1739; children were first admitted in 1741. Hogarth donated paintings—most notably Moses Brought to Pharaoh’s Daughter (1746)—and organized an enduring display that drew Londoners to see contemporary British art. This quasi-public gallery, supported by Handel’s benefit concerts, forged a civic space where taste was discussed and learned. The Analysis of Beauty arises from the same impulse: to provide principles that elevate public judgment. The hospital’s combination of charity, display, and instruction models the book’s belief that visual order benefits society at large.

The Jacobite rising of 1745 heightened patriotic vigilance in London. Charles Edward Stuart’s army entered England in November 1745, reaching Derby before retreating; the final defeat came at Culloden on 16 April 1746. Hogarth answered with The March of the Guards to Finchley (painted 1750), depicting the December 1745 muster north of the city. The painting, later given to the Foundling Hospital, celebrates civic defense while satirizing urban disorder. The Analysis of Beauty channels the same sensibility, asserting a native standard of taste against perceived foreign (and often Catholic or French) authorities. Beauty becomes a national argument, aligning English vigor with lively, varied form.

Britain’s rivalry with France during the War of the Austrian Succession (1740–1748) also fed the climate in which Hogarth wrote. George II personally commanded at Dettingen (27 June 1743), while defeats like Fontenoy (1745) stung patriotic pride. Naval victories off Cape Finisterre (1747) bolstered commerce. Hogarth’s Gate of Calais (1749) mocked French privation and pretension. In The Analysis of Beauty, his critique of imported rules and the Old Master cult reads as the aesthetic counterpart to this rivalry: favor the living eye over rote imitation, local observation over continental dogma. The mid-century drift toward renewed conflict (the Seven Years’ War began in 1756) made such arguments resonate.

Debates over connoisseurship and the Old Master market were concrete social phenomena, not abstract aesthetic quarrels. Aristocratic patrons around Lord Burlington promoted Palladian architecture and Italian models; auction rooms proliferated, and spurious Old Masters circulated. Hogarth lampooned this culture in The Battle of the Pictures (1745), a mock admission ticket for his own auction, where antique canvases assault modern moral subjects. The Analysis of Beauty codifies his counter-position: beauty should be read in movement, variety, and fitness visible in common life, not merely in canonical specimens. By arming tradesmen, designers, and viewers with principles, he challenged the social authority of fashionable connoisseurs.

Institutional experiments in art education gave practical roots to the treatise. Around 1735, Hogarth helped organize the St. Martin’s Lane Academy, an informal life-drawing school frequented by artists such as Francis Hayman and the sculptor Louis François Roubiliac. The academy cultivated anatomy, perspective, and design through shared practice. Later, displays at the Foundling Hospital and the Society of Artists (from 1760) widened publics for contemporary art. The Analysis of Beauty distills the academy’s pedagogy into print: numbered plates, demonstrative forms, and an insistence that students observe how lines move around bodies and objects. It functioned as a portable classroom for Britain’s emergent visual professions.

Urban growth and moral reform movements shaped Hogarth’s eye. London’s population neared 700,000 by mid-century, with stark contrasts between West End squares and overcrowded districts like St. Giles. Magistrates Henry and John Fielding established the Bow Street Runners in 1749 to tackle crime. Hogarth’s cycles—A Rake’s Progress (1735) and The Four Stages of Cruelty (1751)—pursued the social anatomy of vice, ending at Tyburn’s gallows. The Analysis of Beauty translates this observational habit into rules of form: crookedness, imbalance, and excess signify disorder; measured variety and fitness signal health. In a city under reform, the book proposes aesthetics as a practical, civic science.

The Enlightenment’s empiricism provided methodological backing. Britain’s Royal Society (chartered 1660) and practical treatises—Brook Taylor’s Linear Perspective (1715) among them—valorized measurable observation. Hogarth’s plates resemble scientific diagrams: the serpentine line isolated, compared, and applied; forms analyzed by contour and axis; effects of light and distance demonstrated. He names six principles of beauty and relates them to perception and bodily movement, drawing on workshop knowledge rather than scholastic lore. This empirical posture had political implications: it relocated authority from elite taste to shared experience. In that sense, The Analysis of Beauty participates in a wider British confidence in experiment and demonstration as public arbiters of truth.

As a social critique, the book displaces beauty from courtly pedigree to communal utility. Hogarth’s principles reward the design of chairs, dresses, shop signs, and streets that foster ease, clarity, and lively movement. By empowering craftsmen and consumers to judge on fitness and variety, he undercuts the monopoly of connoisseurs whose status rested on imported rules and priced rarities. The serpentine line becomes a democratic test: does a form animate life without collapsing into excess? In a nation unsettled by gin, crime, and political upheaval, the proposal is political—beauty should serve the public, not merely ornament the privileged.

The Analysis of Beauty also exposes tensions of class and commerce. It valorizes the labor of makers and the perceptual skills of ordinary viewers while condemning the distortions of both luxury and neglect. Excessive ornament and rigid classicism receive equal censure if they violate fitness; the crooked bodies of vice and the brittle facades of fashion alike fail the line of beauty. Hogarth’s national argument—prefer living observation to borrowed authority—implicitly rebukes social injustice: imported taste and corrupt patronage mask disorder that sound design could remedy. The book thus advances an ethics of appearance, pressing Britain to align political health with visible, well-formed life.
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    William Hogarth was an English painter, printmaker, and writer active in eighteenth-century London. He is widely credited with shaping a distinctly British form of visual satire, developing the “modern moral subject”: sequences of images that narrate contemporary life with pointed social critique. Working across painting and engraved prints, he addressed urban vice, hypocrisy, and the institutions that sustained them. His self-awareness as a commercial artist, his advocacy for copyright protection, and his interest in educating public taste made him central to Georgian culture. Beyond satire, he produced ambitious portraits and civic works, helping to define how art could speak to a broad audience.

Hogarth was born in London; as a child he encountered the precariousness of debtors’ prisons through his father’s misfortune, a formative experience that echoed through his art. In his teens he apprenticed to a silver engraver, learning line, lettering, and the mechanics of print production while designing trade cards and bookplates. Seeking to elevate his practice, he studied life drawing at independent academies and associated with the circle of the history painter Sir James Thornhill. By the 1720s he had begun to paint conversation pieces and portraits, translating the observational acuity of the street into staged domestic narratives for middle-class patrons.

In the early 1730s Hogarth devised serial pictorial narratives aimed at a paying public. A Harlot’s Progress and A Rake’s Progress chart moral descent through meticulously observed interiors and streetscapes, inviting viewers to read pictures as one might read chapters. Their success established him as a leading satirist while demonstrating the commercial potential of subscription prints. The rampant pirating of his plates prompted him to champion legal reform, contributing to the Engravers’ Copyright Act in the mid-1730s, often called “Hogarth’s Act.” The law helped protect designers of prints, aligning his artistic ambitions with a broader, modern conception of intellectual property.

Through the mid-1740s and early 1750s he expanded the range of his satire and painting. Marriage A-la-Mode anatomized fashionable marriage-market hypocrisies, while The Four Times of the Day and Industry and Idleness contrasted civic order with disorder. Beer Street and Gin Lane and The Four Stages of Cruelty offered stark lessons on addiction and violence, illustrating his belief that images could instruct as well as entertain. In parallel he painted compelling portraits such as Captain Thomas Coram and The Graham Children, and produced large biblical works for St Bartholomew’s Hospital. He also supported the Foundling Hospital, using art to promote philanthropy.

Hogarth was not only a practitioner but a theorist of visual effect. In The Analysis of Beauty, published in the early 1750s, he proposed the serpentine “line of beauty” as a principle underlying grace and movement, connecting aesthetic pleasure to everyday perception. He encouraged practical training and life drawing, helping to foster the St Martin’s Lane Academy, an informal school that brought artisans and painters together and influenced London art education. His writings and teaching advanced a view of art accessible to the public yet grounded in study, collapsing strict hierarchies between high history painting and the lived dramas of the street.

His later career saw heightened engagement with politics and with the ambitions of grand art. O the Roast Beef of Old England (The Gate of Calais) combined anecdote and national commentary. The Painter and his Pug wryly staged his studio persona. When he issued The Times during the early 1760s, intervening in partisan disputes, he drew fierce counterattacks, notably from John Wilkes and his allies; Hogarth answered with biting printed portraits. He also attempted elevated history subjects, most famously Sigismunda, which met a cool reception and sparked debate about taste. The controversies underscored both his public stature and the risks of ambition.

Hogarth worked into the 1760s; he died in mid-decade after a career that made him synonymous with British satire. His serial images helped define how pictures could tell stories about modern life, laying groundwork for later caricaturists such as James Gillray and Thomas Rowlandson and for the broader culture of graphic narrative. His advocacy shaped copyright for prints, and his institutions and teaching fed into the city’s artistic infrastructure later formalized by academies. Today his paintings and engravings are studied for their acute observation and moral complexity, read as layered commentaries on urban Britain whose narrative intelligence continues to resonate.
















PREFACE.

If a preface was ever necessary, it may very likely be thought so to the following work; the title of which (in the proposals publish'd some time since) hath much amused, and raised the expectation of the curious, though not without a mixture of doubt, that its purport could ever be satisfactorily answered. For though beauty is seen and confessed by all, yet, from the many fruitless attempts to account for the cause of its being so, enquiries on this head have almost been given up; and the subject generally thought to be a matter of too high and too delicate a nature to admit of any true or intelligible discussion. Something therefore introductory ought to be said at the presenting a work with a face so entirely new; especially as it will naturally encounter with, and perhaps may overthrow, several long received and thorough establish'd opinions: and since controversies may arise how far, and after what manner this subject hath hitherto been consider'd and treated, it will also be proper to lay before the reader, what may be gathered concerning it, from the works of the ancient and modern writers and painters.

It is no wonder this subject should have so long been thought inexplicable, since the nature of many parts of it cannot possibly come within the reach of mere men of letters; otherwise those ingenious gentlemen who have lately published treatises upon it (and who have written much more learnedly than can be expected from one who never took up the pen before) would not so soon have been bewilder'd in their accounts of it, and obliged so suddenly to turn into the broad, and more beaten path of moral beauty; in order to extricate themselves out of the difficulties they seem to have met with in this: and withal forced for the same reasons to amuse their readers with amazing (but often misapplied) encomiums on deceased painters and their performances; wherein they are continually discoursing of effects instead of developing causes; and after many prettinesses, in very pleasing language, do fairly set you down just where they first took you up; honestly confessing that as to grace, the main point in question, they do not even pretend to know any thing of the matter. And indeed how should they? when it actually requires a practical knowledge of the whole art of painting (sculpture alone not being sufficient) and that too to some degree of eminence, in order to enable any one to pursue the chain of this enquiry through all its parts: which I hope will be made to appear in the following work.

It will then naturally be asked, why the best painters within these two centuries, who by their works appear to have excelled in grace and beauty, should have been so silent in an affair of such seeming importance to the imitative arts and their own honour? to which I answer, that it is probable, they arrived at that excellence in their works
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