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.the hum of the Wheel,, as, whirled by the hand of a.
. spinner the thread is spun from the distaff. The com- i
position surpasses the colouring 'and finish of this - -

picture. Velazquez's pencil, pampered by princely
patronage, seems to have quickly wearied of the un-
courtly subject. Many of his works have this look of
incompleteness.  His capacity of producing relief and
illusion by a few bold strokes of his brush, seems to
have tempted him at times to slight work which would
have endured the longer if better fortified against
impairing agencies. Or, if he understood fully the
mportance of substantial . underwork for the final
overlay of colour, he had not patience to' await the
influence of time—of - air, light, warmth, dryness,

~moisture, in tempering, toning, and establishing the

preliminary strata, necessary to give effective and en-

_ during being to the finished picture. 'Some ‘others
" whose works adorn this gallery, appear to have known

better or appreciated more fully the value of careful
and - patient colour-blending, its action and reaction,
neutralizing, strengthening, or modifying effects. Titian,

~ Rubens, Juanes, Murillo, Andrea del Sarto, Paul Vero- .

nese, Van Dyck, have high standards of comparison
here, by which to measure the- art-claims in this par-
ticular of other masters.

. No. 1058—Los Borrachos—in the -same saloon. In

this drinkers’ revel, Velazquez again has failed to match

extraordinary composition and expression by corre-
sponding finish. Nevertheless it is probably the most

veritable scene of a vulgar carouse ever put on canvas.

No words can tell it, but you can see it all at a glance.

‘And so0 real seems the besotted sensualism, so utter




310 VEL}.ZQUEZ.

~the debasement and complete the triumph of drunken-

ness, that a “Maine liquor law” missionary would be
thrown by the sight of it into a frenzy of zeal to arrest
the vine-culture of the Peninsula. Revolutions are rife

‘enough just now without this one to hamper freedom

in putting an end to the maddened efforts of a dying
dynasty for rule and ruin. The Yankees must wait

- awhile. Intemperate zeal and zealous intemperance
are apt to come to the same end, though travelling .

different roads. Velazquez has done more good by
holding this “mirror up to nature” and-showing “vice
her own folly,” than' thousands of blatant teetotallers
who, by the tyranny of intolerant legislation, array

against them'a power which will make no terms with -
~despotism in any shape.

The picture represents an assembly’ of drinkers—
drunkards is-a fitter name~—in the open/ air. -One of
the number nearly entirely naked, a simple cloth being
thrown across his lap, sits throned upon a cask. He is
the God of the Vintage, and presides over the revel;
not by right of seniority, for others look older, but by
unquestioned claim of self-sacrifice in the service of

Bacchus; as'is manifest from that suety and cadaveric = -

looking skin, and bloated, bloodless, and stolid face, in-
dicative of having passed the limit where recuperation
ceases, and the hob-nail-liver epoch begins. His head
is bound by a vine chaplet, and he is about to confer a
similar laureate of distinction: on a brigand-looking s‘ot,

who, with a knife stuck in his belt, kneels for the
coveted honour. = Two others wearing bacchanahan '
wreaths are behind the king of the carousal one of

them, naked, lolling in the shade of a thlckly matted
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‘vine, and holding on high a goblet of golden hued juice; -
the other in act of drawing from the king’s cask
- another libation. ~Behind the kneeling candidate, a
cloaked toper awaiting his own decoration, stands
ready to pledge him in a brimming bumper when he
shall have received the drunkard’s baccalaureate. A
little further still, one of the pale bilious sots in whose
veins no longer flows a ruddy hfe-stream but where
the poisoned tide is fast stagnating, is gaping idiotically
at another, who, with lifted slouch and outstretched hand
sillily apes the beggar who is his better. Two other -
topers of a group of five, complete the number of those
who await'the drunkard’s decoration. One of these
* looks with leering eye at the other, who, with bowl in -
hand is about, to quaff the blood-red Valdepefias. -
These, are not veterans. 'That wine’s tint still palnts \
their skin, and they are responsive to its fiery appeal _
Fun and frolic are theirs—secondary of course, not -
- specially sought, but from love of the wine. - Mirth
cannot be restrained, and need not be helped it comes .
to them now as a necessary consequence. JMisery is to
follow,  when sense shall have become seared, and
reason. dethroned by delirium and - its alternate stu-
pidity. Velazquez has here spread out so vividly the
various stages and effects of intemperance, that, while
looking on the revolting scene, moral lessons come
with admiration of the high art which has so truthfully
" put it before us. A knowledge of low character not
less thorough than that of higher station, enabled the
master to do this without calling in the aid of fancy.
It was a piece of realism well suited to his talents. 3
As before said, there is perhaps mno such powerful
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' picture as this, of vulgar debauch—its customs and

consequences. It possesses wonderful associated expres-
sion : and yet such marvellous relief and detachment

of figures; as makes one feel tha,t he can walk between ‘

the persons composing it.
The above are Velazquez's great works.” A few of

his religious paintings may be mentioned to show his.

incapacity to handle such subjects.

- No. 1056—The Coronation of .the Virgin—is the
stereotyped composition of that subject, known, to all,
and drawn and daubed by the meanest art-pretenders

since Mary’s elevation to celestial sovereignty by -

ecclesiastical decree. She is seated, and about to be
crowned by God the Father and the Son, conjomtly—
one on either hand—the Holy Ghost, as a dove, shedding

rays from above upon all participants in: the ceremony. -
_ This picture is beneath the dignity of religion, and is
: unworthy of art. Shrivelled dotage with lack-lustre

eye,’ tioothlessness, sunken cheeks, and grizzly beard ;
and sensual-looking mid-age with purplish face,- and

long, shaggy hair; are in act of wreathing the brow of
a seeming Cyprian, whose mock-modest look is con-.

tradicted by rouged cheeks and slattern dress. Beneath
her feet, several half drowned little angels are strug-
gling up to their necks in'what better represents water,

than cloud—as proposed. The drawing, modelling, and -

colouring of this entirely common-place composition,

are faulty. The lines are sharp, and the whole thing

cold, hard, and coarse. Even if Velazquez had
possessed ideality and sentiment for such a subject, his
heart was plainly not in the work. It was painted by
command, for the oratory of the Queen in the royal
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palace. But, he must e held answerable for woeful

defects of mechanical execution, however excusable for

lack of merit in conception; in which, of course the
ecclesiastical fashions and fancies of that age had to be
followed by all who had not an idealism of celestial
beauty like Murillo; who, with one exception, won
- -approval even from clerical self-conceit and dogmatism.
. Were it not for the seeming sacrilege, one would laugh
at the ridiculous substitution of a shrunken dotard for

‘the Incomprehensibly Infinite. But reprehension is -

due to the vanities of priests and monks, who, not
content with having = their own heads :painted on
apostolic shoulders, a common piece of ecclesiatical
ambition; would' invade even heaven .itself, and imsult
its Sovereignty by likening it to their perishing selves.
Painting like poetry has limits, beyond which it cannot
. go in the treatment of such themes without irreverence.

Something is due to the respect, if nothing more, with -
which ' the founders of the Christian religion, to say °
nothing of the Deity, should be treated by those who,

profess it. It is an insult to the mother of Christ to

present her in the semblance of a wanton; and an .

unpardonable caricature of St. Peter and St. Paul to
mask them with the faces of fools, whatever high-
sounding titles the latter may have. Art may, and
should be made a handmaid of reh'gion not only to in-
culcate reverence for sacred things, and awaken pure
and holy sentiments, but to teach lessons of truth, and
love of the beautiful and good. When not thus used,
it is abused.

- No. 1054—The Adoration of the ngs——ls another

painting by Velazquez akin in style to the last, and .
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probably produced under like constraint, - The Virgin’s
eyes are closed, as if she-had no pleasure in looking at
the uncomely little bead-eyed baby, swaddled with cruel

 tightness, she is holding bolt-upright on her lap ; and

who is staring with surprise—possibly at his queer

. advent, and a;l; the questionable company; both bronzed

and black, who have come to do. him reverence.
Spanish bandits of darkest mixture of Moorish blood,
and such negro kings as Theodore and Koffee, might

“have been the models for the Magi. But however pious
their posture, their looks are strangely sinister, and it

might readily have been believed that ‘the presents
brought by such specimens of humanity, had not been

“come by honestly. The scene is so clothed in darkness

as to hide accessories—if it had been intended to in-
troduce any as illustrative of place and purpose.  This =
shrouding of surroundings in blackness is an easy way

~ of abridging labour, but one not compatible with fidelity

and completeness. An uniform background may do fora
portrait, but not for a’'comprehensive composition, em~
bracing varied incidents, and many details. The example
of such high authority may have fostered the tendency
of the French school to exclude light and treat subjects

“inlow coloui’s, without well defined objects and shadows.

No. 1057—5t. Anthony visiting St. Paul in the Desert.
‘We refer to this painting because it is named by some
as Velazquez’s greatest work in the line of sacred art.

Though there are others who think that it is the worst

even of the bad; however they may admit, that if he -

* had had as.much practme in delineating them, he might

possibly have painted Christian saints as well as he did
Court sinners. :
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Toward the end of the third ceﬂtm*y, ﬁhé Roman

Empire, though. still held together by the cohesion

of, tyranny, had imbibed the poison of corruption

which was destined to destroy it. In its distant pro- g

vinces, arbitrary and ‘irresponsible government not only
failed to give security to life and property, but itself
actually endangered them. The religious persecutions
by Paganism, and the dissensions already arising among
Christians themselves, added to the calamities of poli-
tical oppression. To flee from fellow-men, and take
refuge in desert solitude with God alone, offered, as
some thought, the sole chance of safety to ‘soul and
body. Thus it was that under the persecutions of the
Emperor: Decius, the youthful Paul of Thebes fearing
for his faith, fled from the allurements, as from the
oppressions, by which he was encompassed : and sought

a, desert cave for his home, with wild. dates and water.

for sustenance. He was the founder and the first &f
the religious. recluses- called hermits; as Anthony, who

is said to have sought and found him in the desert, and

made known to the world his virtues and penances, was

~ the first and the founder of monks, religionists living

in communities. St. Jerome visited Anthony in the
seclusion of his cloister on an island of the Nile; and
thence it was, that, becoming imbued with the spirit of
the reeluse, he carried monachism into Italy and Gaul.

The first monks took no vows, and as elsewhere stated,

many-of them wandered about in companies, mingling
~with the people they sought to influence by their crude
notions of piety, and unenlightened thoughts, passions,
and impulses. The evils of this undisciplined manner

of life were also referred to, and, as a consequence, the:
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introduction of monastic reformation in the fifth cen-
tury. The absurd legend of Anthony’s reputed visit
to Paul, furnished Velazquez with the subject he has

most literally represented ; showing that,  whatever the
praises of his over-zealous admirers, he was singu-

larly incapable of throwing over a fanciful' subject a
"' charm of touching sentiment, or the graces of poetic

expression. In one part of the treatment a raven is
seen flying with a loaf of bread in its overburthened
beak, to two badly drawn and basely coloured religieux,
at the mouth of a very queer cave, which, like a tunnel
has both ends open. And in another division of the
picture are shown two pitiful looking lions, in make
and mien, digging with their claws a grave for Paul;
who ‘managed to hold on to life for nearly a hundred
years, and until his friend ~Anthony could be moved to
come and minister to him, with the aid of the lions,

“the last rites of Christian burial. - This picture has

not a redeeming feature of art about it to reconcile us
to the absurdity of the tradition. It is matter of regret
that Velazquez compromised somewhat his character
for technical excellencies by this, and the last. before-
named two paintings. His execution was far from
being equably meritorious. This may have proceeded .
from his being overtasked by the Austro-Spanish Royal

- family, who subsidized his time and talents to gloss

their infirmities. He certainly ‘failed to find in the
saloons of -sovereignty the models of beauty scattered
broadcast for Murillo in the streets and market-places
of Seville. And it might be supposed that he would
have had less happiness from that fact. Yet there are
those who think that his tastes in art did not seek the

£
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influences of the gentle and lovely. He was in Rome
with Domenichino, Guercino, Guido, Albani, Poussin,
Claude, as companions ; but he does not appear to have
worshipped with them., Speaking of the “Forge of
Vulcan,” a picture now in the Madrid collection,
painted by Velazquez at Rome, Stirling says—it “shows
how closely Velazquez adhered to his original style!

overawed perhaps by Raphael and Michael Angelo, and,
choosing rather to display his unrivalled skill in de-

lineating vulgar forms, than to risk his reputation in
~ the pursuit of a more refined and idealized style.”
Velazquez and Murillo standing at the head of the
Spanish - School, it may be supposed by those un-
familiar with their works, that their quahﬁcatlons were
akin, and that a para]lel of comparative ability might be
- established: between them. ' This would be 'a mistake.
Their tastes and their styles were altogether different.
And this is the more remarkable from the fact, that at
the outset of Murillo’s career, he was for a time in inti-
mate relation with Velazquez, then at the height of his

fame, and in situation to influence most of those about

him. They will perhaps always be judged according to
a man’s own tastes, theories, and mental bias. ,
~ The lives of Spanish painters afford instructive lessons
to the aspiring of our day; and are especially encourag-
- ing to the humble and self-dependent student. Morales,
Ceello, Navarrete (el Mudo, the deaf-mute), Theoto-
copuli (el Greco), Vargas, Juanes, Castillo, Pacheco,
Ribera, Cano, and above all Velazquez and Murillo, who

gave to Spanish art her claim to highest distinction in ~

the times that gave it being, were all poor and unaided
. when means and help were most needed. Those who

s
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gave Spanish painting its glory were not nurtured in
effeminate enjoyments. Even in Murillo’s day, when

~ Juan de Castillo was his instructor, artists had not in
~ Seville a national academy of statuary and paintings for

study. Nothing but a mere school of design with a few
casts, and heads and limbs sketched by the master for
copying. = If a model could not be procured, a very

- usual thing for want of 7eals to pay him, students

stripped in turn for the study and copying of their °
fellows. Fish, flesh, flowers, and fruits, also furnished

“models for practice; and street scenes of course were

put to profitable account by the earnest tyro. Murillo
soon painted as well as his master; who, going else-
where, left him earning his daily bread by selling
hastily got up pictures to any chance purchaser he fell
in' with. But his subsistence was ‘precarious; and
desiring steadier - employment and surer reward, he
sought patronage of an established artist; who, either
from ignorance of the youth’s”merits, or from a mean
instinet to disparage services he really wanted, but at
small cost, pooh-poohed his pretensions, and being called
from the.studio at the moment, left Murillo alone. He,
seeing an unfinished portrait on the easel, picked up a

pencil and quickly painting a.fly on the face, as his.

P.P.C,, went his way. On the artist’s return to resume
his work, noticing the fly, and attempting to brush it
off, he found that the perfection of the counterfeit had
deceived him. . The success of the trick was Murillo’s
triumph. But a still greater awaited him, when at a
later day, preparing to make his way to Italy or Flan-
ders to study the great works of their great masters, he
rejected that same artist’s offer of employment. -He
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had divided a large quantity of canvas into squares of
various sizes, primed them for the pencil, and proceeded
to strike off with rapid hand, saints, shrines, and Anda-
~ lucian scenery, for the traders to the Spanish colonies in
' Amerlca Thus put in possession of moderate means
be started for Madrid, where arriving weary ‘and foot-
sore, Velazquez, pleased with his genius and ambition,
encouraged him, and obtained for him access to the art
galleries of the capital and the Escorial. The result of
his study, and especially his reflection of the style and

exquisite finish of Van Dyck, made him conscious of his ~

own powers. . He had circled with the eagles who had
made their eyry in the capital, and he felt fitted for his
“own flight whithersoever he listed. =~ There was that
within which told him to rely upon inherent gifts and
seek not foreign guidance, and he returned to gather

immortal laurels in the  sphere ‘where his ingpiration

-was born, and among a people to whom his- works

became an inheritance of honour. As said by Kiigler -

—“Velazquez little thought that ‘the needy young man

whom he then patronized, was destined to acquire a

name, and to execute works which would be more
popular, and more widely known, than his own.” Sir
. David Wilkie rightly remarks-that— No' painter is so

-

. universally popular as Murillo ; without tricl{ or vulgar

imitation, he attracts everyone by his power, and adapts

the higher subjects of art to the commonest under-

" standings. Perhaps. that very power tells to his preju-
dlce amongst painters, who suppose the great quahtles
‘of art can be appreciated only by the few ; but unless
art can affect the uninstructed it loses 1ts influence
upon the great mass of mankind. . . . Velazquez
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and Murillo are preferred with reason to all the others,
as the most original and characteristic of their school.
These two great painters are remarkable for ‘having
lived in the same time, in the same school, painted
from the same people (and it might have been added
for the same people), and yet to have formed two styles

' so different and opposite, that the most unlearned can

scarcely mistake them.” After what has been said of
Velazquez’s patronage of the young Murillo, nothmg

. can better illustrate the independence of the lattet’s

peculiar genius -and tastes than this fact. And their
force and beauty, are truly stated by Sir Edmund Head,

in his edition of Kiigler’s “Handbook of Painting,” 'V

“when he says—“In Italy the.revival “of art under

Caracci had borne its fruits; great men yet lived at
Bologna. Domenichino’s death took place in the same

year as thatof VanDyck; Guido’s in 1642; but Albani
lived until 1660 ; and Guercino until 1666. Admirable
however as the latter master sometimes is, I cannot
~ bring myself to rank any of his works as high as the
best of Murillo’s; the original taint of the school—the
conventional tone of the Eclectics—joined occasionally
with a naturalist tendency, adheres to many of his pro-
ductions ; and where we miss this fault we find colour
and handling not superior to those of the-great masters
of Seville. It is not in such men as Tiarini, Leonello,

Spada, or Sassoferrato, that rivals of the Spanish.

painters can be found. =The naturalists had put forth
vigorous schools. in southern Italy, and though Ribera

died in 1656, Salvator Rosa lived till the year 1673. -

Still the gentleness and vigour of Murillo "cannot be
matched by anything which Italy could at this time show.
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: At the time of Velazquez and Murillo no
European school could contest the palm with that of
Seville.” :
The dlstmgmshed editor from Whom the above extract

_is made, should have specified, “no European school
could contest the palm” with Velazquez's techmical ex-
cellencies, the delight undoubtedly of all artists—for
_they are means of convineing expression, whatever the
subject; meither with Murillo's, not less technical ex-
cellencies ; mor with his ereative tmagination, pure taste,
graces, and exquisite finish, and his power of adapting
the highest subjects of art to the plainest understanding—
which_made him of all painters the most wniversal
Jowourite: . Veélazquez's mechanical execution was extra-
ordinary, and. manifestly under the direction of an
active and original mental bias,  But nothing can more

- vividly show his restricted range of spiritual power, his
‘incapacity to lift himself to the height of elevated art-
taste and conception of the beautiful, than the evidence
given by Marco Boschini that he had not been able to

appreciate the genius of Raphael.. When asked in

Rome by Salvator Rosa, what he thouwht of Raphael ?
Velazquez’s answer is thus given by Boschlm—— )
The master stiffty bowed his figiire tall
And said—* For Raphael, to speak the truth—
I always was plain spoken from my youth—.
I cannot say T like his works at all.” :
The explanation of his want of appreciation of the
great Italian is in the fact, that he and Raphael were
not cast in the same mould of moral sentiment.
Raphael was a painter-poet. . Velazquez a painter
merely. The former was a creator. The latter a
VOL. IL ' Y
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copyist. The one could image forth airy nothing.
The other picture alone the material presence before
him. The Italian could “find tongues in trees, books
in the runmng brooks, sermons in stones; and good in
every thing.” The Spaniard naught but size, colour,
and relative distance; light, shade, and shape. Birds
there are of rare plumaoe and gift of imitation which
cannot reach the realm of the eagle.

Velazquez and Murillo are - sald to have been alike

‘amiable and conciliatory; gentle, generous, and friendly;

making them great favourites and giving. them con-
trolling influence with others. Coincidences of early life
were theirs, and similar fate awaited their remains after
death. Velazquez was buried in the parish church of

-San Juan at Madrid. 'When that edifice was destroyed

by French soldiery in 1811, his tomb, like that' of '
Murillo at Seville, was not spared.  Thus the French
are chargeable with the crime against civilization, of

' 'scattering to the winds the ashes of those who lifted

European art of the seventeenth century to its proudest
place. * The only public tribute which Madrid-has paid.
to the memory of her peculiar artist, is a bas-relief
representing him receiving the Order of Safitiago from
Philip IV, which is inserted in the pedestal of that.
king’s equestrian statue in the Plaza de Oriente near
the royal palace. A tribute to Philip’s vanity, rather
than to the merits of Velazquez.
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CHAPTER XXXIIL.

- .
RIBERA—MARTYRDOM OF ST. BARTHOLOMEW—HERMIT
SAINT. ZURBARAN—THE YOUNG JESUS. JUANES—
LirE AND MARTYRDOM . OF ST. 'STEPHEN—THE LAST
SUPPER—COMPARED WITH LEONARDO DA  “VINCL

ROELAS AND A1oNzo CANo. MADRID—THE Focus .

- OF ART-GLORY. TITIAN—VENUS ~AND DANAE—
SaLomMf-—LA . GLoriA—EccE Homo—LA DOLOROSA
—EMPEROR CHARLES V. TINTORETTO—JUDITH AND
HOLOFERNES. ITALIAN ARTISTS GENERALLY. RAPHAEL
- —FEL, PAsMO DE. SECILIA—MADONNA- DI SISTO "IN
DrESDEN—THE VIRGIN oF THE Fise—HoLy FAMILY

~—Hovy FamiLy pEL AGNUS DEr—HoLy FAMILY OF |

THE RosE—LA PERLA.

Ribera—born in the town of Jativa—province of
* Valencia—in the year 1588, was somewhat the senior
of Velazquez and Murillo, and though cotemporary in
later life formed his peculiar- style before their works
could have exercised any influence upon it. He went
to Rome early in life; where he was known as 17 Spag-
noletto—the little Spaniard—a name which stuck to
him ever after. - There, destitute, clad in rags, and

living on crusts and Trevi water, he sought improve-.

ment by copying palace fagades, and street-corner
shrines and, frescoes. His daring and impassioned

nature, soon led him to imitate the bold handling and -

Y 2
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powerful light and shade of Caravaggio; but he also
studied closely, still later, the masterpieces of Correggio
in northern Italy. Notwithstanding the influence of |
foreign example, his own genius became his chief guide,
and afterwards going to Naples he ruled that school.
It was at this time that the partizan jealousies, and
intrigues of Neapolitan artists drove Guido from that
capital ; and it has been surmised, rather than affirmed,
that some of these in which the Spaniard was impli-
cated led to the death of Domenichino. However this
may be, it is certain that he was not himself exempt
from misfortune. For when Don John of Austria,
Charles V’s bastard son, clothed with power by his”
Sovereign half-brother Philip, and with sanctity by the
Pope, came to Naples on his way to Lepanto, he was
entertained by -his countryman Ribera. Becoming

enamoured of the artist’s daughter Maria Rosa, who -

was remarkable for grace and beauty, Don Juan by im-
passioned pledges of devotion and honourable purposes,
wrought her ruin. Carrying her to Sicily clandestinely,
when weary of her importunities to save her- from
shame, he put her in a convent ; and accordmg to his

half high-born privilege went his way. of favour, to
- triumph over the Moslem and gain the applause of

Church and Court; leaving the soul-stricken father,
whose hand had lost its cunning, and his heart its hopes
of joy, to die soon after in retirement.

The rumours.of fame acquired by Ribera in Italy
reaching Madrid, led Velazquez to visit Naples ere the
occurrence just referred to. Murillo afterwards saw a

" few examples of his manner which had been carried to

Spain, But neither of thém appears to have . fancied
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“his  subjects, his tremendous energy, and what some
timid spirits thought his daring discords ; but which,
in his case, and by his marvellous power, were con-
strained into a wonderfully effective expression. A
boldly contrasted light and shade is certainly a marked
feature  of Ribera’s pictures—one that attracts instan-
taneous attention. But it is invariably united with
- anatomical accuracy, and distinct muscular develop-
ment, not forced and gratuitous, but incident to action .
—the outward expression of the inner spirit, the.
speechless sign of feeling and passmn giving to them
_extraordmary emphasis of meaning. His paintings
- are, in the sense of physical expression, like Michael
Angelo’s  sculpture — unmistakeable. = Bony process
fleshy fulness, -and “clearly defined outline; sinew and
sinuous, blood-channels ; contour and cavity, as signifi-
cant of buoyant health and vigour on the one hand,
or of consuming sorrow, wear and waste, on the
other; ‘are all there as striking features of his subJect
The agonies of martyrdom, pains and deprivations of
penance, self-denials of asceticism, and sufferings of
persecution, have by none been shown with such start-
ling power; compelling pity for the self-inflictions of
fanaticism, and horror at the cruelties of frenzied in-
tolerance. Two pictures by Ribera in this collection
will sufficiently illustrate these remarks. *
- No. 989—The Martyrdom of St. Bartholomew. Thls :
Christian Marsyas, of whom, little being known from
. history, tradition has said much, is seen naked and
about to be flayed alive. His hands are bound to the
ends of a movable cross-beam, which is being drawn up
by two half nude, stalwart executioners, pulling at cords -
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rove through the upper end of a strong upright timber.
The lower limbs of this saint, not yet lifted from the
ground, are semi-flexed, both legs and thighs, showing a
muscular effort to raise at the threatening command of
another brutal executioner. Lookers-on of both sexes
give life-like expression to this fierce scene of passion.

. Powerful drawing, colouring, and modelling, charac-'

terise this work of Ribera, which was painted at Naples

- shortly after he reached that city in the prosecution of

his studies. It was so frightfully truthful of such a

" scene of savagery, that, when exposed to public view, it

caused a feeling of horror among the sensitive and
passionate Neapolitans. . The Viceroy, Duke of Ossuna,
seeing the picture, bought it. -Through him it reached
Madrid. He also appointed the master his court-
painter, which of itself at that time was sufﬁclent to
make Ribera’s fame and fortune.

- No. 1006—4 Hermit-Saint. With naked body and
arms, and coarse mat-covering of the hips, he kneels
before an open book on which is a skull. A bare loaf,

"and a hempen rope, tell of fasting and self-inflictions—a
~ needless signification, where such are seen in emaciation

and other signs of suffering. - Few artists, then or since,

- could have risked reputation on the anatomical por-

traiture of a part of the human body so full of fleshy
and facial, osseous and ligamentous, details, as the back.
But Ribera’s accurate knowledge of structure, not
only enabled him to portray truthfully, vertebral and
scapular prominences, with their complex apparatus of
connection and motion ; but his peculiar style of art-
mannerism, if it be right so to call it, fitted him so to
clothe them with revealing lights and shadows, that
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- every elevation and depression, however trivial, is as

palpable as if laid bare by an anatomist’s scalpel. The .

- bony hands of the ascetic saint, with veins unseen
where channels were scarcely needed for lacking blood-
streams ;- and their darker hue, as also that of the face,
from greater exposure ; together with the webs of
" wrinkles in parts of redundant skin and free motion,
show Ribera to have been a most faithful reporter of
nature.

Other pamtmgs by this master in the Long Gallery
—=St. Peter, St. Andrew, St. Simon, and another St.
Bartholomew, may be specified—are as- well worthy of
study, as those of like treatment by the same master in
the Spanish saloon to the right of the Rotunda. In
none of them will the “glass of fashion” be found

reflecting . the styles of | others,  But thé  “mould of

form ” is there, drawn: by the hand of a-bold and
accurate master, and clothed and modelled with a
depth of demi-tints, tone, and final colour, giving them

a powerful expression of truth. ~ Ribera did not slight

his work ; but, with the aid of time, he seems to have
laboured for the fame of immortality. And such has

been his reward. . His right to rank as one of the great

trinity of Spanish artists cannot be questioned. -

. Zwrbarem was becoming. renowned when Rlbera

having found that fame gave no security against mis-
fortune was passing to the peace he longed for. Though

not strictly speaking an imitator, he was greatly in- .
- fluenced by the style of Il Spagnole