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“THE MAGNIFICAT,” BY BOTTICELLI {1444-t510)
In the U ffizi Gallery, Florence

Of all the fourteenth-century DItalian painters whoe pames
are famous in history, none surpassed Alesandro Botticelli
in the crestion of works of aheer beauty. * The Madonna
of the Magnificat” s generally regarded as the supreme
masterplece amonget his many paintings of the Madonna, both
fir irs decorative charm and its intene spirtuality of expression.
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INTRODUCTION

ROM the earliest times, man has felt a need to express
his joy in the world which surrounds him. In the
=0 caves of the Dordogne, the artists of the Stone Age made
Yo the first step towards picture painting when they scratched
-:t;(l the outlines of reindeer and ibex on pieces of bone and
drew a combat of animals with spirit and realism. These
J"\, rehistoric drawings show both power of observation and
. skﬂ] with the hand. Less ancient than these Stone Age
carvings are the three colour paintings of animals discovered
in a cave near Santander, in Spain. Thegre at least fifty

thonsand years old. This pre]:l.ismric is interesting
because it shows that man, in a-very edrly stage of his
development, was eager to grodmce accurate representation
of the nature with which he was familiar, and it is suggestive
to notice the resemblance between this ancient work and
the rude sketches and designs of such backward races in
the modern world as the Australians, the South African
bushmen, and the Eﬁqnima:.u.

As we approach historic times, the instinct to record
the beauty of form, colour, and movement becomes more
strongly developed. The artists of ancient Egypt, fo
—example, were most concerned with truth of contour
The human form was always conventionalized, but
characteristic poses of both men and beasts were graphically
represented.  Each phase of divilisation, indeed, has pro-
duced its own form of art, and it is largcly from these
monuments of bygone generations that we are able to
reconstruct the history of man.

The monumental sculprures of Assyria and Egypt re-

main a living force and influence, and we cannot trace the
T
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beginning and development of Christian art without
paying tribute to the miraculous genius of Greece. Four
centuries before Christ, the Greeks had brought sculpture
to a point of perfection and physical beauty which has
never since been surpassed, and though nothing now
remains of the paintings of the Greek artists Zeuxis and
Apelles, we know not only from contemporary apprecia-
tions but by the later wall-paintings of Pompeii and the
memorial portraits of Alexandria that classical painting
reached a Eigh standard of realistic efficiency. Under the
Roman Empire the traditions of the Greeks were kept
alive and maintained,! if not actually reinvigorated, but
with the decline and fall of Rome the fine arts were tem-
porarily submerged in the collapse of the ancient world.

Durning the dgark ages, painting, as a secular art, almost
entirely disappeared, and in the early days of the Church
the Fathers pgave little encouragement to art. * Cursed
be all who paint pictures ™ is a sentiment not infrequently
found in their writings. This antagonism to the joyous-
ness of pagan art was natural in men who regarded this
world as a vale of tears and only important as a preparation
for the life to come. The gloomy dogmatism of the new
state religion of the Eastern Empire was satisfied with stiff
formal mosaics for the basilicas of Constantinople, The
brush was too flexible an instrument for rendering the
personages of their iron creed, and these emblems of
ecclesiastical authority, rather than of heavenly love, were
“D\V both in substance and sentiment.

hen the new Gothic races had settled down in con-
uered Italy, and Byzantine artists came over to decorate
the interiors of the churches then building, they brought
with them the frigid ceremonial ideals of the semi-oriental
court from which they sprung.

The matter but not the manner of their art was changed
when altar-picces and mural decorations began to be painted
instead of being built up by little cubes of coloured stones.
The figures in these paintings are raised, like mosaics, from
a gold background, red and blue are =till the prevailing

! See wall-painting from Pompefi, * Ulvsses and Penelope™



INTRODUCTION 9

colours of the draperies, and the faces retain the fixed,
staring solemnity of Byzantine ;rpﬂ The infant Jesus is
a hittle wizened old man, the adult Christ is portrayed as
an awful Judge, not as a loving Shepherd, and there is
never a trace of emotion in the countenance of the almond-
eyed Madonna.

The history of modern art begins with St. Francis of
Assisi, the most lovable of all the Christian saints. He, the
first forerunner of the Renaissance, substituted a religion
of love for the sterile authority of orthodoxy, and in his
infinite charity brought d.wuur{ nearer not only to man-
kind but to all creation. The birds and the fishes are his
little brothers and sisters, and like the Psalmist of old he
calls the hills and the valleys, the rivers and the woods, to
join him in praising God. In a word, h{ his teaching,
religion was reconciled to Nature, and with Nature again
piously occupying the minds of men, art could progress.

It was only gradually that these new ideas popularised

St. Francis penetrated to the surface of painting. Fimst
of all, the change is limited to human psychology. Madonnas
become more human in expression, and saints Jose their
severity to take on a mild and benevolent aspect. Bur
still their figures are shown against a gold background which

' serves to isolate them from all terrestrial objects. Then
this gilded screen is lowered, and in its place a landscape
fills the background, at first a rather barren landscape with
a few rudimentary trees, but soon enriched with shrubs
and flowers, and ultimately completed by the presence of
our little brethren the birds and animals.

The first great master to break away from the fixed type
of Byzantine art was the Florentine painter, Giovanni
Cenni, commonly known as Cimabue. He was bormn in
1240 and died in 1302. In his work a great change is

reeptible. If in type his Madonna still adheres to the
gc}-znntin: tradition as regards features, a new softness has
crept into her face, the Infant Jesus is no longer wizened
but tender and more childlike, while there is a touch of
human kindness in the angels who bear them company.
Tt is extremely interesting that Cimabue was commissioned

l-
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to decorate the church which was the burial-place of St.
Francis, and there he was assisted in the work by his
apprentice, the famous Giotto. It is with Giotto, whose

work was directly inspired by “ the little brother of the
poor,” that we begin our stol[ir.

In the OuvTuine there will be no attempt-to print all
the details of the history of art for six hundred years or to
indulge in learned argument and criticism, We Propose
to reproduce as many as possible of the greatest pictures in
the world and to say enough about their painters for the
reader to understand what are their peculiar characteristics
and what are the qualities of their work that make it
beautiful and inspiring.

WILLIAM ORPEN
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THE OUTLINE OF ART

1
THE BIRTH OF MODERN PAINTING

THE ART OF THE FLORENTINE MASTERS, FROM GIOTTO AND
ANGELICO TO LIFFI AND BOTTICELLI

IOTTO, a shepherd boy, was drawing pictures- of
G his father’s sheep on a slate, when Cimabue, the
great artist of the time, Eﬂpp&ned to be passing by. Struck
by the boy’s talent, Cimabue obtained permission from his
father and took the lad with him to Florence as his appren-
tice. When the artist was commissioned to decorate the
church at Assisi, he entrusted his apprentice with painting
the scenes from the life of St. Francis which were to adorn
the walls of the upper church. In these frescoes the
young Giotto proved himself, in the words of Ruskin, “a
daring naturalist in defiance of tradition, idealism, and
formalism."” Besides his work at Assisi, Giotto also worked
at Rome, and important frescoes by him, notably * The
Bewailing of St. Francis ” and “ Herod’s Birthday Feast,”
are in §. Croce at Florence, but the greatest and most
famous of all his undertakings is the series of frescoes which
he painted in the Chapel of the Arena at Padua. The
date of this enterprise can be fixed with some certainty
_ because it is known that in 1306 Dante was Giotto’s guest
at Padua, and the poet is said to have assisted the painter
in his choice of subjects. Petrarch was also the friend of
Giotto.

It is interesting to compare Cimabue's * Madonna and
13
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Child * and his pupil's “ The Bewailing of St. Francis,”
both reproduced here, To be fair to the elder artist, we
must remember what came before. We have only to look
at Margaritone’s altar-piece in the National Gallery to
see the oppressive type of Byzantine art, destitute of any
feeling for beauty or truth to Nature. From whom
Cimabue received his training we know not—rthere was no
famons painter before him—but we do know he was held

" THE BEWAILING OF ST, FRANCIS," BY GIOTTO (cires 1366-1337)
Samtu Croce, Florence.

It is remarkable that St Franes, the groat apostle of Humsanity, influenced the Ttalins
artistd who brooght back bumanity to pointing alter the long period of Byrantine
Artibciakity that followed the (sl of the Roman Empir=. ¥

in high esteem by his contemporaries. The. * Madonna
he painted for 5. Maria Novella aroused such enthusiasm
that it was carried to the church preceded by trumpeters
and followed by a procession of Florentines, But what-
ever the advance made by Cimabue, Giotto advanced still
further,

§1

If we study Cimabue’s “ Madonna” at the National
Gallery we find that his figures, though not entirely lifeless



Photo : Rischgis Collechion

" ULYSSES AND PENELOPE."™
Wall palnting from Pompeii.

One of The lew existing examples of Roman painting. showing the high standard of
reabizm reachesd in classical ari.



Phaio » Kusckpus Colircivon,
“HADONNA AND CHILD ENTHROMNED,” BY CIMARUE 1240~130% ).

National Gallery, London

In Clemabue ls seen the first sign of the softening of the Byzantice stiffpess, shown in the

expression on the lEce of 1|-.=q|-'irg-|n in this picture, and also in the more Lielike treal-

ment of the Child. The gilt background, however, is still artificial, and we do not feel

that the Virgin is really sitting on the formal throoe.  Note also the want of proportion
between the Virgin and the angrls whe are mrpposed 10 anfround her,
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as the heavily gilded Byzantine figures, are wooden, formal,
and conventionsl, while Giotto"s figures have individuality
and human feeling, and his groups have a new realism and
dramatic vigour. Giotto had a more extended range of
colour than Cimabue; he showed a preference for gayer
and lighter schemes, and he gave a more careful imitation
of Nature than existed in the works of his predecessors.
When we hail Giotto 2= a daring naturalist, we must think
of him in relation to the artists who preceded him, and not
to those later painters who gradually learnt to give accurate
and complete expression to the truths of Nature. Yet his
Paduan frescoes show, as it has been well said, * the highest
powers of the Italian mind and hand at the beginning of
the fourteenth century.” Although a shepherd in his
youth, it is strange that his drawings of sheep do not appear
correct to modern eyes.

As will be seen from his * The Bewailing of St. Francis,”
his backgrounds, though in a sense true to Nature, are not
realistic. His buildings and his trees are far too small,
being drawn neither in true perspective nor in correct
proportion to the human figures. His hills are bare and
jagged cliffs, his trees have only a dozen leaves for foliage ;

ut it was an innovation for felds, trees, and animals to
appear at ail, and no imperfections in their rendering can
rob the painter of the glory of having extended the subject-
matter of his art. Giotto was the first Gothic painter to
depict action, to substitute the dramatic human life for
the eternal repose of the divine. To his contemporaries
his realism must have seemed amazing, and we can under-
stand Boceaccio, after looking at earlier Byzantine paintings,
writing enthusiastically in the Decamerone :

Giotto was such i genius that there was nothing in Nature which he
could not have represented in such s manner that it not only resembled,
but seemed to be, the thing itself.

Giotto was not only a painter : he was also an architect.
When he returned to Florence in 1334 the city honoured
him and jwelf by appointing him Master of the Works
of the Cathedral. Two great architectural works were
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Fhoto ; Rizcigiiz Coliection.
GIOTTD'S TOWER,
FLORENCE.,
Architect and sculpior, s well
a8 paintar, Giotto is g8 =x

amiple of the medisval artists*
universality

lanned and be by him art
g'lurence, the Wf:.:nant of the
Cathedral and its detached Cam-
panile or bell-tower. The latter—
of which we give a reproduction
—exists to this day as a monument
of his genius, although its author
did not live to see its completion.
Butr its lower courses were com-
leted from Giotto’s design, and
Ee was able with his own hand
to carve the first course of its
sculptured ornaments, illustrating
arts and industries, before he died
on January 8, 1337.

Giotto was the first of the great
Florentine painters. Among his
immediate successors was Andrea
Orcagna, whose famous “ The
Coronation of the Virgin” is in
the National Gallery. Orcagna
was painter, sculptor, architect, and
poet. More of a dreamer than
his shrewd practical predecessor,
Orcagna did not o much develop
the realistic side of Giotto as refine
and intensify his psychology., He
carried on the Giottesque tradition
of truth and simplicity, but drama
and action appealed to him less
powerfully than the expression of
emotion and deep religious feeling.
In his masterpieces we are arrested
not by any movement, but by the
variety and intetsity of the feelings
expressed in the figures.

" In the work of Oreagna,™ Ruskin WriLes,
“an intense solemnity and energy in the
sublimest groups of his figures, fuding away
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Fhow @ Anderion,
“THE CALUMNY OF APELLES ™ (DETAIL), BY BOTTICELLI

L4q4~T510}.

This striking presentment of Calumny, typified by & black-sowled bag, retreating de.

Eeated from the pare presence of the naked Lrufh, i at ooce 3 brifllant re-creation of &

lost pictre by the famous Greek artist Apelles, wha Qourished o the fifth century m.e.,

aned ks also an expression of Botticelli's indignation against thoss whe calumninted the

great prescher Savonarola, even after his martyriom. Tt repress

of the painier's devotion to Greek art and the beginming of his sarbn
of thie Tanatical friar.

5 the culmination
oo to the t=aching

=n



HFhotw ;M anzsell,
# JUDITH WITH THE HEAD OF HOLOPHERNES,” BY BOTTICELLL

Juudith, the saviour of her country, i seen here alter leaving the teat of Holophernes,
The sword is still in ber hand, and behind her strides the madservant bearing the head
of the tyrant whom Judith bas slaln, In the landscape background the jmr‘.uﬂ
army of Holophernes 15 shown retreating in confusion across 2 =I|-"‘-l'-'|""1-"'|-=-“'-":"-=?IE This
comparatively early work shows the graciousness of Botticelli's conception of woman=

bood and bis power of readering human beings and landscape with convipcing truth.

- §
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a8 he touches infenor subjects, indicates that his home was among the
archangels, and his rank among the first of the sons of men."

This religious intensity led to a greater formality than
is faund in Giotto and to a curious suggestion of a rerurn
to guntinc lack of humanity.

&z

While Giotto was laying the foundations of the art of -
Florence, another school of painting arose in the quiet
hill city of Sienna. Its founder, Duccio di Eucmina-:gna,
is said 10 have been so much influenced by the Byzantine
style that he has been called * the last of the-great artists of
antiquity,” as opposed to Giotto, the * father of modern
painting,” It is not easy to understand this comment if
one ]o& at Duccio’s pictures, one of the most famous of
which—* The Kiss DF Judas "—we reprodoce, In spi'u:
of their colour and their gilding the figures are human and
life-like, and the picture reflects human emotion entirel
in accord with the spirit of 8t. Francis. There is 50 mucﬁ
sweetness and grace in the paintings of Duccio and his
fellows that they have been called the first lyric painters of
modern art.

Amnngihh younger contemporaries the most gifted was
Simone Martini (¢. 1283-1344), whose work has the pensive
devoutness that marks Siennese painting and a gay decorative
charm. There is a picture by him at Oxford, and another
in the Fitzwilliam Museum, Cambridge, but pcrhapa his
greatest achievement is the series of frescoes at Avignon,
These were once attributed to Giotto, but are now reco
nised to have been the work of Simone Marting and his
school. Among other Siennese artists the brothers Pietro
and Ambrogio Lorenzetti are noted for the dramatic
vi mt_h in their work,

n the Florentine painting of the fifteenth centy :
impulse towards naturalism, first given by Giotto, brﬂcﬁg
out in two opposite directions. One was peychic, the other
physical. The exoression of intense and strong emotion
together with action and movement was the aim of m:u::1
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school ; another strove after realistic probability and cor-
rectness of representation. This second school, pushed
on by its love of truth, attacked and vanquished one by
one various problems of technique. The approach to a
closer representation of the appearance of realities involved
three main inquiries : (1) the study of perspective, linear
and aerial; (2z) the study of anatomy, of nude bodies in
repose and action; and (3) the detailed truth of facts in
objects animate and inanimate,

§3

The most considerable figure in Florence after Orcagna
was the Dominican monk Fra.Giovanni da Fiesole, known
as Fra Angelico (1387-1455), who belonged essentially to
the psychic or spiritual school, and only approached the
physical in his loving observation of nature. Here he was
an innovator, for his eye dwells on gentle aspects, and in
his landscape backgrounds he introduces pleasing forms of
mountains and verdant meadows multicoloured with the
budding flowers of spring. Indeed, all his painting is
flower-like, but this delicate naturalism does not determine
its character. It is the soulful guality of his work which
gives it supreme distinction. The unworldliness of his
art is explained partly by his cloistered existence and the
fact that he lived until his fiftieth year in the little hill
towns of Cortona and Fiesole. He a holy and retired
life, and, like St. Francis, was a little brother to the poor.

If Fra Angelico had his excellencies, he also had his
limitations. His angels are so beautiful that, as Vasari
wrote, * they appear to be truly beings of Paradise.” But
his devils inspire us with no terror; they are too harmless
and self-evidently ashamed of their profession to be any-
thing but ludicrous.

“ His pictures of martyrdom,” says Muther, * create the tmpression
of boys ilagu.iledn:.i mnpnuid e:ﬁnﬁmm? and his h-:.nrdala men,
weeping like women, are equally incredible.  But when he does not leave
his proper sphere, and the problem is to portray tender feelingy, a great
and silent joy of the heart, a haly ecstasy or tender sadness, his pictures
Liawe the efiect of the silent praver of & child.”
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THE BIRTH OF MODERN PAINTING 25

His frescoes in San Marco at Florence and in the Vatican
at Rome remain the most enchanting visions of the heavenly
world, a world he decked with bright joyful colours culled
from the flower gardens of earth. Some idea of Fra
Angelico’s careful and tender art may be gathered from his
* Annunciation,” which we reproduce.

§4

In the expression of feeling, the most famous. follower of
Fra Angelico was Fra Filippo Lippi, but if unable to attain
the ethereal spirituality of Angelico his art was full of
humanity and delicacy. His Madonnas belong to Florence
rather than to heaven and reveal the painter’s fine feeling
for feminine beauty more obviously than his piety. He
was a genial painter, and in his comfortable satisfaction
with the things of this life he shared with Angelico a love
of flowers. * No one draws such lilies or such daisies as
Lippi,” wrote Ruskin. * Botticelli beat him afterwards in
roses, but never in lilies,”

Lippi's geniality is very evident in his * Annunciation,”
Whicﬁ we reproduce. 'Il{r: figures are human, the scene is
homely, characteristics generally suggestive of the Dutch
painters of a much later generation. -

Fra Angelico and Fra Lippi stand for the imaginative
development that followed the death of Giotto, In the
other direction, the first t advance in the rendering of
physical nature is found in the painting of Paolo Uccello,
who first introduced perspective into pictures. Uccello
was far more i.uturﬁtccr in the technical problems of fore-
shortening and perspective than in anything else.” Uccello
represents the scientific spirit in the air of the Florence
of Cosmo de’ Medici, where not only artists, but mathe-
maticians, anatomists, and great scholars were congregated.
Among his achievements must be reckoned the recom-
mencement of profane painting by his invention of the
battle picture, a subject in which he had no predecessor
and no successor till a century later. His early battle piece.



Filwin : Rischgils Collectinm,
“ PORTRAIT OF JOHN HAWEWDOD,"

" BY PAOLO UCCELLOD {t3gy
Cathediral, Flarence,

This equestrian portrait, in sddition te its artistic
painting of the horss, is interesting as FEpresenting o famous Enplish THErCEnary
soliier, the son of an Essex tanner, who firgt weet to the Contimant with the

English army that tought st Créicy,

~T475)

merit, shown o the Lifedikn

26
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the *Sant" Egidio,”! amuses us by the rocking-horse
z[?p:amm:c of the horses. In his absorption with technique,
ccello was indifferent then to realistic accuracy. Truths
of colour did pot interest him—he painted horses red. The
third dimension in space, which Gpintm could only suggest
experimentally and symbolically, was conquered by Uccello,
who clearly separated the planes in which his figures move
and have their being, Roses, oranges, and hedges were
drawn with botanical precision, and no pains were spared
to draw branches and even leaves in correct perspective.
The splendid realism to which Uccello ultimately attained
is best represented by the intensely alive animal and is
rider in the picture we reproduce. Ukccello’s equestrian’
portrait of the English mercenary John Hawkwood in the
cathedral of Florence is a milestone in the history of art.

§5

Romantic mysticism, which budded with Fra Angelico,
passed by Lippi to flower with all sweetness and beauty
in the art of his pupil, Alessandro Filipepi, famed as Botti-
celli. Sandro Botucelli was born in Florence about 1447,
and was first apprenticed to a goldsmith. To the mr} of
his life he was a jeweller in colours, but owes little beside
the name of Botticelli by which we know him, to his
goldsmith master, whom he soon left, to devote himself
thenceforth entirely to painting. The thing that differ-
entiates the art of Botticelli from that of all his predecessors
is the intensely personal, even egotistical note that he
strikes in all his work. The exquisite, delicate melanchaly
which pervades the expression, both of Christian saints
and Pagan gods, in all his pictures, is his own, not theirs,
as though he were sorry for them for being saints and gods,
and so, by ‘their very nature, deprived of all those ecstasies
alike of faith and of doubt, of conviction and specula-
tion, which are the compensating privileges of human
imperfection.

1 Though commonky known by this title, Uccello’s masterpieee at the National
Gallery is novw held to represent the Rout of San Romans, 1432,
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The Italy of Botticelli was not the Italy of Fra Angelico.
Beauty was no longer the handmaid of religion. The
Church was no longer the only patron of art, nor were
church walls the only ontlet for artists. Cosimo de’
Medici and Lorenzo the Magnificent did not worry their
painters with theological restrictions; it was beanty that
they wanted. Tt was not dll his master Lippi left Florence
in 1467 to undertake a commission at Spoleto, that Botti-
celli began to develop hiz own individuality. Pictures
before that date, as * The Adoration of the Magi ™ in the
Mational Gallery, reflect the art of Lippi. Bur as soon as
the young painter was left alone in Florence, he mixed with
other artists like the Pollaincli, who had greater knowledge
of anatomy than Lippi, and his art made rapid progress.
On another page is shown one of the most hc:utifuIPnf these
early works, * Judith. with the Head of Holophernes.”
Muscular action is fincly expressed in the swinging stride
of the maid who follows Etaring the head of the slain tyrant,
while the hercine herself is depicted with all the fresh
girlish charm of one of the young Florentine maids who
frequented the artist’s studio. In the distance the great
army of invasion is seen retreating in confusion through 2
spacious landscape.

Botticelli’s chief patron in Florence was not Lorenzo
the Magnificent, but a distant kinsman of the Duke with
the same name. For the villa at Castello, belonging to this
younger Lorenzo de” Medici, Botticelli painted a number of
pictures, among them, about 1477, the famous * Prima-
vera,” Nomore beautiful allegory of the coming of Spring
has ever been painted than this picture, of which we give a
reproduction. In the centre Venus, the Goddess of Love,
awaits Spring’s coming, with Cupid hovering oyer her. On
her right are the Three Graces, with Mcrmgy, the Messenger
of the Gods; on her left paily-decked Spring advances,
gently pushed forward by Flora, the goddess of flowers,
and by Zephyr, who personifies the mild west wind.
Where'er she treads the Howers spring to life.  Beantiful as
an interpretation of old Greck legends, which make a human
story out of all the phenomena of Nature, this picture is
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alzo an expression of the revived pagan delight in physical
form which was typical of fifteenth-century Florence,

The fame of this and other pictures by Botticelli spread
to Rome, whither in 1481 he was summoned by the Pope
to assist in the decoradon of the Sistine Chapel, where
three grear frescoes, the “ History of Moses,” * Destruction
of Korah, Dathan, and Abiram,” and * Temptation eof
Christ,” remain to this day as a monument of his skill, his
energy, and his sense of drama and beauty. After two
years in Rome, Botticelli returned to Florence, where, in
1483, he painted the most exquisite of all his: Madonnas,
* The Magnificat,” which we present (see frontispiece).
But the happy days of the painter were drawing to an end.
After the death of Lorenzo in 1492 and the accession of
his worthless son Piero, Florence was agitated by polidcal

-troubles; and to that city, tired of pleasure and weary of

knowledge, came Girolamo Savonarola, the great reformer
riest.

5 When the Medici were expelled from Florence, the young
Lorenzo went with them, and Botticelli lost his best patron.
During these tumultuous years Botticelli devoted much of
his time to executing a wonder-sertes of illustrations 1o
Dante, the originals of which are still preserved in the
Vatican Library and the Berlin Museom. These drawings
reveal not only an intimate knowledge of the great poem,
but also a pmg:rund mncrathy with the feelings of the poet.
Savonarola preached and Botticelli listened, though happily
he did not follow the example of some of his contem-
poraries, and burn his earlier pictures of pagan subjects.
Though his brother Simone, who lived with him in these
later years, was a fanatical disciple of Savonarola, Sandro
himself does not appear to have been wholly converted till
the great preacher in turn became the victim of the fury
of a fickle populace.

In the same year (1498) in which Savonarola was burned
at the stake in the Piazza della Signoria, Botticelli painted
his great picture, “The Calumny of Apelles.” This
work, which we reproduce, had a double purpose. Nomin-
ally it was an attempt to reproduce 3 famous lost picture,
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Calumny,” by the ancient Greek painter Apelles, from
the description of it given by the (E‘Jreek writer Lucian.
But we can have little doubt that the inward and spiritual
meaning of this picture, which shows black-robed Calumny
{or according to another interpretation, Remorse) slink-
ing from the radiant presence of the naked Truth, was
directed against the calumniators of the m:.rty'red friar,
Among a]]gBatm:elh’s pictures this painting is distinguished
by its exquisite finish and richness of detail, and we may
regard it as the last great expression of his powers both as
a classic and a humanist, Distressed both by the disturbed
state of his native city and by the tragic end of Savonarola,
Botticelli fretted himself i |nm melancholia during his last
years. The few religions pictures of this period which
remain—many of them probably finished by pupils after
the master’s death—contain a strange exaggeration of
gesture and facial expression, and an almost theatrical
vehemence of action, which are entirely foreign 1o the
poetical fantasies of his earlier manner. As an example of
the high-strung emotions of his last years, “ The Mourning
of Christ ™ may be compared in these pages with the serene
tranquillity of Botticelli’s early- and middle-period work.
The happiest painting of his last period 15 the little
** Nativity " in the National Gallery.
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THE INVENTION OF OIL-PAINTING

THE ART OF  THE VAN EYCKS, MEMLIKC, ARD THE EARLY
FLEMISH MABTERS

§1

N the whole history of painting there are ne more
I remarkable figures than the two brothers Hubert
and Jan van Eyck, Never before or since has Art made
so mighty a stride in the space of one generation. We get
some idea of what they achieved if we compare any King
or Queen in a pack of playing cards with a modern photo-
graph of a living monarch,

ust as Moliére’s “ Bourgeois Gentilhomme ” was
astounded to find he had been talking prose all his life
without knowing it, so some readers may be surprised to
learn that they are perfectly familiar with medizval Gothic
art, for examples of it may be found in every pack of playing
cards, in which the court cards are survivals of medizval
Gorhic porrraiture.

To obtain the best possible insight into the birth of
Gothic art one ought to visit the Cathedral of Brunswick.
Here we may tee what are probably the best-preserved
examples of medi®val wall-paintings. In the choir is a
series of pictures, painted about the beginning of the

irteenth century, and one of the best of these represents
“ Herod"s Birthday Feast.” It is perfectly childish, of
course, but it is childish in a totally different way from that
in which the pictures of Giotto and Angelico are childish.
Neither the Italian nor the Brunswick pictures show any
sense of perspective or give any real effect of space and
distance ; but the treatment of the figures greadly differs.
In the Italian paintings there is still 2 faint trace of Grecl

3
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86 THE OUTLINE OF ART

draughtsmanship distorted by Byzantine dogma, but the
Brunswick paintings show quite a new conception of the
human body which has nothing to do with Greece or Rome ;
it is pure Gothic. In these Brunswick paintings the people

ictured look like nothing so much as a row of court cards,
Ell:md himself looks as much like a real human being as the
King of Hearts looks like H.M. King George V.

Now we are in a position to appreciate the art of the
brothers Van Eyck. To realise the advance they made we
must not compare their figures with the portraits of to-day
or modern hutngra;ha, but with the Queen of Spades and
the Jack of Diamonds. And we must remember that litt]e
over a hundred years separates the style of court-card

rtraiture from the realistic forms of Hubert's migh

gures surmounting * The Adoration of the Lamb *” and
Jan van Eyck’s “ The Man with the Pinks.” Think of the
court cards when you look at the illustrations of these
paintings.

It is a great misfortune that we know so little about
the lives of these amazing men. Many interesting details
about the early Italian artists have heen preserved to ug
because Giorgio Vasari, himself an early sixteenth-centu

tine painter, wrote the lives of the preceding and
contemporary Italian artists with 3 fullness and wvivaci
which make his accounts still fascinating and readable.
But there was no biographer of the early Flemish artists,
and the few meagre facts we know about them haye slowly
been unearthed by patient scholarship toiling amid the
archives of the cities in which these artists lived.

Therefore it is by the pictures which remain, rather
than by any written record, that we must endeavour to
reconstruct the flowering of art in Flanders and Northern
Europe. Bur if we do study those works, then it is positively
electrifying to behold the mysterious and rapid quickening
of the artistic spirit in Flanders.

Of what came between the paintings of Brunswick
Cathedral and the art of the Vap Eycks, little is known and
nothing certain. The very names of the painters of some
undoubredly early pictures are unknown, and all we



*THE ADORATION OF THE LAMB," CENTRAL PANELS OF ALTAR
PIECE BY HURERT AND JAN VAN EYCK
Though dating from the days when all-painting was Grst imvented, this glgantic altar.
piece—the painted surface of which extends to over 1000 square feet—has in many
respects never been surpassed.  In i origing lofmn it consisted of the contre panel, from
which the whole takes its name surmounted by three panels representing (from left to
right) tha Virgla Hd.!_Y. God the Father, and 5¢. John. These three fignres are certainly
ihe work of Hobert.  This portion, all that pow remains in the Cathedral at Ghent, is
shown above ; bat orlginally the palyptych was completed on either side by twa tiers of
two pansls esch. OF these, twe are aow 81 Hrmsels and six are in the Berlin Mussom

24
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can say with certainty is
that from about the end
of the fourteenth century
to the middle of the
fifteenth century a group
of painters flourished on
the lower Rhine and be-
came known as the School
of Cologne. Several of
its members are merely
legendary, but the Bimburg
Chronicle of 1380 contains
an  authoritative entry :
“In this ttme there was
a painter in Cologne of
the name of Wilkelm ; he
was considered the best
master in all German
Land; he paints every
man, of whatever form, as
if he were alive” This
master has been identified
as William of Herle (or
Cologne), who died about
1378, and though he evid-
ently impressed his con-
temporaries by his pioneer
realism the work of his
school is esteemed in our
own time for its spiritual
calm and peaceful purity.
“8t. Veronica” in the
National Gallery is prob-
ably painted by William
of Cologne or by one of

Photo : Hanfrtamgl. his pupils.
“THE JUST JUDGES,” BY HUBERT Now Hubert van Eyck
AND JAN VAN EVCE, was  born about 1365

Ghunt Cathedrs] near Maestricht. which
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is no great distance from
Cologne. Most probably
he studied in the Rhine-
land capital before he
migrated to Flanders and,
with his brother Jan,
settled in Ghent. The
increasing commercial
prosperity of Bruges and
Ghent attracted  artists
from the banks of the
Rhine, and the School of
Cologne declined as the
Early Flemish School arose.

Since the time of Vasari,
the brothers Hubert and
Jan van Eyck have gener-
ally received credit for
having discovered oil as
a medium for painting.
Before their time artists
had mixed their colours
either with water (frescoes)
or with yolk of egp
(tempera paintings), and
though modern scholar-
ship is inclined to doubt
whether the Van Eycks
were actually the first
to make wse of oil, they
were beyond question the
pioneers of the new
medium.

Tradition says that Jan,
having one day “ devoted
the utmost pains® in
finishing 2 picture with
great care, varnished it
and as vsnal put it in the

Fhats ; Hanfatammgl,

“*CHRIST'S WARRIORS,” BY HUDERT
AND JAN VAN EYCE.

Ghent Cathedral
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sun todry. But the heat was excessive and split the wooden
panel which he had painted. Grieving at the destruction
of his handiwork, Jan “determined to find a means
whereby he should be spared such an annoyance in the
future.” After various experiments he discovered that
linseed oil and oil of nuts dred more quickly than any
which he had tried, and that colours mixed with these oils
were more brilliant, proof against water, and blended far
better than the tempera. Thus was Uil—pniming invented.
*The Adoration of the Lamb " at Ghent, executed by the
two brothers, is not only the earliest monument of the art of
oil-painting but it is the most splendid masterpiece produced
by any Northern artist before the seventeenth century. Not
ull Rubens was born, some 200 years later, did Flanders
produce the equal of the Van Eycks, and from this fact alone
we may deduce the extraordinary mastery of their art.
“The Adoration of the Lamb,” an elaborate polyprych,
is not one picture but a whole collection of pictures. Ornigin-
ally it consisted of the long central panel showing * The
ﬁ:{;nﬁan of the Lamb * and above this three panels of
*The Virgin,” “ God the Father,” and “ 5t. John * (all
shown in our illustration); on the left of the ® Lamb ™
panel—which measures 73 feet long by 43 feet high—were
two pancls of * The Just 1udgcs * and * Christ’s Wartiorz
(see pages 38 and 39), and these were balanced by panels
showing * The Holy Hermits ” and * The Holy Pilgrims ™
on the right, On the upper tier the three central fipures
were flanked by two double-panelled shatters, the painted
subjects on one side being * Angels Singing,” * Angels
Making Music,” and, at the extreme ends, * Adam ” and
“Eve™; on the reverse of the shutters are “ St. John the
Baptist,” “ St. John the Evangelist,” “ Jodoc Vydt ”—
the donor of the altar-piece—and “ Wife of Jodoc Vydt.”
The complete altar-piece therefore consisted of twelve
panels, four painted on both sides, making sixteen pictures
i all. The whole painted surface of this composite picture,
or polyptych, amounts to over a thousand feet. Six of these
panels were formerly in the Berlin Museum, but, having been
surrendered to Belgium under the Terms of the Treary of
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Versailles, they have now been added to the central panels
together with the panels of “ Adam " and ** Eve,” formerly
at Brussels, so that the whole altar-piece is now seen in its
original completeness in the Cathedral of Ghent.

The whole altar-piece was undoubtedly planned and
begun by Hubert, who certainly painted the three tre-
mendous central figures and the panel of ** Angels Makin
Music.” After Hubert’s death in 1426 Jan van E}fcf
completed the altar-piece, and probably-did not adhere
altogether strictly to his brother's original designs. The
difference between the work of the two brothers is one
not so much of skill as of temperament. Hubert possessed
a solemn spirituality and serious thoughtfulness which was
not shared by his more worldly younger brother.

Jan wan P.J,;rdt, born about 1385, is a more popular and
no less eminent figure than his elder brother. He lived on
in Ghent and Bruges till 1441 and his works are com-
paratively numerous, whereas few paintings by Hubert are
extant. Shortly before completing the Ghent altar-piece,
][;n entered the service of Philip of Burgundy, for whom

undertock several diplomatic missions. In this way he
saw Portugal and other foreign countries, and his later
paintings betray his affectionate remembrance of the
country he had seen in southern climes, Jan was essentially
a realist, with his keen paze ever fixed on the beautiful
carth and on human beings rather than on religious doctrines.
His real bent is shown in many of his ]inm:Is for * The
Adoration of the Lamb.” In the panel of * The Annuncia-
tion ™ his delight in the still-life, in the wash-basin and
other furniture of the room, in the street view seen through
the window, reveals him to be the true father of genre
painting. His portraits of Jodoc Vydt and his wife, shown
without flattery as a dull but prosperous Flemish burgher
and his wife, prove him to be the father of modern por-
traiture. Both these qualities, his capacity for realistic
portraiture and his inznitc exactitude in rendering the
detail of an interior, are magnificently displayed in our
illustration, * Jan Armolfini and his Wife ™ (page 56), one
" of the most precious things in the National Gallery.
2%
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‘While Hubert belongs to the anstere company of monu-
mental or architectural painters, Jan is a pioneer of domestic
painting and one of the first producers of what we now know
asa “picture.” Inthisdevelopment Jan van Eyck was, doubt-
less unconsciously, meeting the demand of his time and place.

In Northern churches and cathedrals, which need more
light than the Southern, the place occupied by wall-paint-
ings was gradually given ovei to stained-glass windows,
which are marked features in the Gothic architecture of
Northern Europe. Wall-paintings, which still led the way
in Italy, became secondary in Flanders to the decorative
panels introduced into wooden screen-work. This much
accomplished, it was a short step to meet the demands of
a prosperous commercial community by (metaphorically)
detaching a panel from its ecclesiastical frame and adaptng
its subject and style to a private dwelling-house,

Thus, while Italy remains the home of the religious
picture, Flanders and the Netherlands become more and
more the home of secular art. Though he painted other
religious subjects beside * The Adoration of the Lamb *
and the miniature * Altar-piece™ which the Emperor
Charles V. took with him on his travels, the most famous
of the other paintings by Jan van Eyck are portraits, In
his portraiture he is uncompromising in his endeavour to
state the whole truth; such details as warts and wrinkles,
furrows and stubbly beards, he renders with passionate
delight and exactitude. A splendid example of Jan’s
rugged realism may be seen in our illustration from the
portrait, in the Berlin Museum, known as * The Man with
the Pinks ” (on opposite page). Precisely drawn, true to
every wart and wrinkle, the face is so full of life and char-
acter that we almost listen for speech to come from the
slightly parted lips. Who, this man was has never been
discovered, but from his costume and the handsome ring on
his finger we may deduce that he was a person of pesition.

b2
If little is known about the Van Eycks, still less is known
concerning their snccessors. Patient research among
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municipal records in Flanders, however, has greatly in-
creased our knowledge during recent years. Twenty years
ago the vcrg name of the painter of a fine altar-piece in the
Abbey of Flemalle, near Lidpe, was uncertain; he was
alluded to vaguely as *“ The Master of Flemalle.” To-day
it has been established that he was a painter of Tournas,
called Robert Campin, who was born anut 1375 and lived
till 1444. There are two good examples of his art in the
National Gallery, and he is important, not only for his own
work, but as being the master of Roger van'der Weyden.
Among religious painters Roger van der Weyden
(¢. 1400-64), who was born at Tournai and settled in Brussels,
had a considerable influence. Beside the calm solemnity of
Hubert van Eyck, his pictures appear exaggerated in their
dramatic intensity and fervonr. He was essentially a tragic
artist, dwelling on the sufferings of the Saviour arldy peopling
his pictures with wailing fipures, whose emaciated faces
stream with tears, whose hands are convulsively clutched in
agony or outstretched to heaven. In 1450 he visited Rome
and is thought to have had some influence on Ferrarese
and Paduan painting, and there he in turn may have
imbibed something of a new spirit, for towards the end of
his life his sentiment became more gentle and tefined.
Van der Weyden is seen at his best in * The Bewailing of
the Body of Christ” in the Berlin Gallery, and in this
picture his affinity with the school of Van Eyck is shown in
the delicate and gently detailed landscape background.
Roger’s fellow-pupil Jacques Daret, who died in 1466, is
:uf_tﬂ.: and more m]:l-::i]iator;.r in his religious themes, and his
paintings are peculiarly sweet both in colour and temper,
The tragic painting of Van der Weyden was continued by
Hugo van der Goes (¢. 1435-82) of Ghent and Bruges, who
is reputed to have begun life as 2 wild pleasure-lover.
Suddenly he withdrew to 2 monastery near Brussels, and
conscious-stricken at his own dissipation he henceforward
devoted his talent to sacred subjects, usnally accentuatin
the sorrows of Christ, but always avoiding the wailing an
excessive gesticulation which marked th

a v e pictures of Van
der Weyden. His art is deeper and more guiet, but is
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certainly not less expressive, The altar-piece with * The
Adoration of Jesus " which, under the orders of Portinan,
agent for the Medici in Bruges, he painted for Santa Maria
Nuova in Florence, is generally accepted as the supreme
masterpicce of Hugo van der Goes. We see the continua-
tion of the Van Eyck tradition in the glimpse of landscape,
in which light-green branches are boldly contrasted with
the deep-blue sky, in the naturalism of the fire-red lily in
the foreground, and in the realism of the rough, weather-
beaten shepherds who on one side balance the sturdy figure
of St. Joseph, who stands praying, on the other. When this
picture, which we illustrate (page 57), arrived in Florence,
it created a great sensation, and it has been thought that
many famous Italian artists, among them Piero di Cosimo,
Ghirlandaio, Piero Pollaiuolo, were influenced to the extent
of changing their style after they had seen this masterpiece
by Huogo van der Goes.

§3

The first great figure in Flemish painting who appears
to owe little to either of the Van Eycks is Hans Memlinc
(¢. 1430-94), who probably studied at Cologne before he
settled in Bruges about 1467. His paintings in the Hospital
of 5t. John atgﬂmges are world-famous, and round them has
been woven a pretty legend.

Young Memlinc, the story goes, while fighting as a soldier
of Charfes the Bold, was desperately wounded and dragged
himself to the Hospital of St. John at Bruges, where he was
kindly received and his wounds tended. When cured, out
of gratitude and for no fee, he painted the pictures still to
be seen in the Hospital.

Unfortunately, historical research has demolished the
legend and reveals Memlinc as no soldier of fortune but as
a prosperous citizen and house-owner in Bruges. Yet the
legend well accords with the character of Memlinc’s paint-
ings, which have been likened to * the visions of a sick man
in convalescence.”

Just as the name of Michael Angelo is indissolubly
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linked to the Sistine Chapel in Rome, o is that of Memlinc
to the Hospital of 5t. John at Broges, But while we are
awed by the heroic figures and magnitude of the Italian’s
paintings at Rome, in Bruges we are fascinated and be-
witched by the bijou qualities of the Fleming’s art.
Memlinc’s large triptych in the Hospital, * The Virgin and
Child Enthroned,” with panels on either side of “ 5t. John
the Baprist ™ and of ** St. John the Evangelist at Patmos,”
is not the work that takes onr breath away : it is the * Shrine
of St. Ursuls,” a wonderfully painted casketr—made to
hold relics of the saint. Though only 3 feet long and less
than 3 feet high, this casket is covered with eight panel
paintings, and six medallions on the roof slopes. Five
of the scenes illustrating the story of St [?::uh are
reproduced (pages 47 ang 48), and the beauty of their
workmanship is manifest.

Looking at these poetical pictures of a romantic story,
it seems ungracious to recall that the legend of 5t. Ursula,
according to modern science, rests on no surer foundation
than the discovery in medieval times of an old Roman
burial-ground. From these unknown remains, it is now
said, the tale of Ursula and her 11,000 virgins was con-
structed. Many versions of the legend are in existence ;
but none nearer than five or six centuries to the date when
the events were supposed to have happened. This is the
version followed by Memlinc.

Ursula, daughter of a King of Brittany or Cornwall,
either to delay marriage with a pagan prince, or alter-
nately to escape the persecution of the British Emperor
Maximian, was enjoined to go on a pilgrimage and make
11,000 virgins her companions, The company sailed
up the Rhine via Cologne to Basle, and thence went by
foot to Rome, where they were received by the Pope with
every honour and attention. Returning, they sailed up
th:_ _Rhine from Basle, with papal benedictions, but on
arriving at Cologne they were slaughtered by the Huns,
Jl:itn_::d the martyrdom, their relics were piously collected and

uried.

That is the story, and it will be noted that Memline, to



f] ST. UESULA ARKIVING AT COLDGNE. [4] THE FILOGRIMS ANNIVING AT BaSLE,
(4} THE MARTYRDOM OF THE FILGRIML.

1) THE POFE AND FILCHIMS SWBARE AT BASLE

“THE MARTYRDOM OF ST. URSULA," BY MEMLINC {circa 143004
Hospital of 5t John, Broges.
Memling's ** Shrine of 5t. Ursata,” in the Hospital of 5S¢ Johin at Brages, [= one af the
art wopiders of the world. It i an oblong gabled casket, the sides of which are adomed
wilh six minfatures llustrating the legend of 5t. Ursala,  Four of these are shown above
At the ends are ¥ The Virgin and Child with two Nons ™ and = 5t. Ursala with Ten

Campanions ™ : on the roof-slopes are medallions shewing * The Coronation of the
Virgin,” * 5t. Uriula and her Companions,” and four angel-musiciats.

The whale casket only messures 3 fL. in lengih, @ ft 10 in. in beight, and 1 it 7 in
in breadth.

¥l



Fhoto : Brucknann
*THE MARTYRDOM OF 5T. URSULA,” BY MEMLINC.
Hospital of St John, Broges,

This illustration, about hall the sire of the ariginal painting illnstrat=s the final epesnde

in the story of St. Umsuls, Accompanied by & malden and one of the Fope's snite, Lhe

Saint stands undismayed before the General of the Huns gnd Tefusing to deny her fzith

calmly awaits death by the arrow which an archer s ready 1o let fiy, It ls characteristic

of Memline's gentleness and licacy of feeling that he has preferres sufgesting the

Sunl's martyrdom to painting the Saint's death with the Evim realism which we find o
the works of other Flemish masters
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“THE DUKE OF CLEVE
Mational Galtery, London,

The grace and spirituality of thés picture admirably Mustrate the pertraitore of
Memline who, it has been said, ** saw not only with his eyes but with his soul.

BY MEMLINC,
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show how absolutely the Pope was in pathy with Sr.
Ursula, actually makes him embark with her at the start of
the return journey. Incidentally these miniature paintings
show that Memlinc knew Cologne well, for in all scenes
which take place in the city he has effectively introduced
the Cathedral and other of its principal buildings,

The spirituality of Memlinc’s portraiture, his power to
paint the soul as well as the surface, is beautifully ex-
emplified in “ The Duke of Cleves,” reproduced from the
picture at the National Gallery. His romanticism, a new
note which Memlinc definitely contributed to paint-
ing, is bewitchingly exhaled from his * Betrothal of St.
Catherine ™ and the “ Legend of St. Usrula,” both of which
are touching in their simplicity, their girlish freshness, and
ministure daintiness.

Already the city, so wealthy in the days of the Van
Eycks, had become in the time of Memline Bruges-la-
Morte. Something of its sad poetic solitude pervades his
pictures. The great house of the Medici had collapzed, the
rich merchants had gone elsewhere, and the next great
Flemish painter, Quinten Massys (1466-1530), was domiciled
in Antwerp.

§4

Tradition relates that Quinten Massys, the *smith of
Antwerp,” became a painter only because his sweetheart
would not marry a smith, The swinging brushwork and
broad handling which he substituted for the small detailed
touches of the earlier painters well accord with the vigour
demanded by the work of a smithy. His handling of
colour is also new, for instead of placing unbroken blues,
reds, yellows, etc., in immediate juxtaposition, he marshals
his hues into a uniform colour-scheme, Disliking small-
ness in all things, he painted figures almost life-size ; and
when the size of his picture forbade the full-length, he
contented himself with half figures rather than reduce his
scale to miniature proportions. “ The Banker and his
Wife ™ at the Louvre is a fine example of this innovation
{page 52). LI Sl
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“THE ADORATION OF THE KINGS™ BY MABUSE |circa r472-1534)
Natiopal Galery, London.

Ifi this remarkable ploture we see one of the last masterpleces of pure Flemish art bajore
it betame infuenced and changed by [talian painting. The words * Roi Jaspar,™
Inscribed on the Lid of the chalice offered 1o the Virgin, reveals the identity of the knesling
king. Behind him stands Melehior with his gift, 3 mogskmance, in kin fght hand, while
on our left lg the swarihy figure of Haltfiassar holding befors him a gold reliquary. In
the ariginal at the Naticnal Gallery the signature of the artist ** (RNNIVE GOS8 , . . * may
be decipbersd on the lorque of the turbaped attendant and ako on Balthassp'

« 29128
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“THE BANKER AND HIS WIFE™ BY QUINTEN MASSYS {Lg66-1530),
The Louvee, Paris.

This delightiully inthmate portrait of 2 Gfteenth-century Banker and hls Wits is de-
servedly the most popular of Massvs' palatings. [t §s full of charming buman to
and there i3 no hint of the miser tn the expression of the man who bs countipg at
Ing his money, He Is just petting on with a gecesary p of bosiness, and both he and
bis wife, who has turned from her [luminated book—to see if be will bs much longer—
seem to E=dl s they will be glad when the dav's wark i3 over and nn:uin_; B to be done
except eojoy their own domestic happioes.

Note how the reflection in the little mirror on the table shows 5 that thess people are
facing a window, throagh which comes :]:-: light which illumines thern and all the details

of the office.
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With the death of Quinten Massys in 1530 the first period
of Flemish painting comes to an end. The next genera.
tion of Flemings either practised their art in ITtaly or, like
Jan Gossart, called Mabuse (c. 1472-1535), imported [talian
fashions in painting.

Mabuse, who took his name from the town of Maubeuge,
where he was born about 1472, was a Fleming before %::
naturalised his art. This .we may see by studying the
magnificent example of his first manner at the National
Gallery. “ The Adoration of the Magi,” bought for the
nation from the Countess of Carlisle in 1911, was painted
by Mabuse before he visited Italy. In the architectural
background we get a hint of the influence of Roger van der
Weyden ; the thirty figures in their rather pompons
costumes are stolid and almost stony in comparison with the
grace of his later works,

Some ten years later Mabuse visited Italy in the train
of the Duke of Burgundy, and in Florence Mabuse came
under the influence of Leonardo da Vinci. That his first
contact with the new naturalism did not have altogether
happy results we know by the commonplace realism of his
sy Edﬂm and Eve ™ at Hampton Court. Soon, however,
the warm air of Italy won him to gentleness, and in his
Tralianised works it is as a portrait-painter that Mabuse
excels. Of his many portraits in Great Britain, the most
beautiful is the portrait of “Margaret Tudor " (the elder
sister of Henry VIII) (see page 35), which now hangs in the
Scottish National Gallery at Edinburgh.

THE REVIVAL OF SCULPTURE

Sculpture, which among the Greeks of the fifth century
#.c. had reached a point of physical perfection never since
surpassed, decayed with its sister art of painting after the
fall of Rome, Statues became as stiff and mannered as
the figures in Byzantine paintings. The first Gothic
revival of the art took place in France. Nothing was
accomplished in Italy from the twelfth to the fourteenth
centuries equal to the contemporary statuary which aderns
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the cathedrals of Chartres, Bourges, Amiens, and Rheims.
The revival in Italy began with Niccolo of Pisa (1205-78).
At this time Piea was a town politically important and
prosperous in commerce. Its wealth attracted vendors
of Greek and Roman antiques. Niccolo studied these
classical marbles, and eventually abandoned his practice
as an architect to devote himself wholly ro sculpture, He
broke away from Byzantinism, J:'+u:-m1df:r:1F a new school, and
proved to his fellow-craftsmen the advantage of study
from Nature and the antique, He was followed by his son
Giovanni and his pupil Andrea Pisano, and Orcagna felt
his influence ; but with them ends the short story of Pisan
art,

No better example of the patience and thoroughness
of the mediwval artist could be found than Lorenzo
Ghiberti (1378-1455), one of the greatest workers in
bronze of his century, Ghiberti was painting frescoes
at Rimini when he heard that the Merchant Guild of
Florence was inviting Italian artises to compete for the
making of the bronze doors for the Baptistery, He re-
turned to Florence, and in the competition the exhibirs
of Ghiberti and Brunelleschi were pronounced equally
good. The original bronze papels by both artists, illus-
trating “ The Sacrifice of ﬁhmgnm,” are now in the National
Museum, Florence. Brunelleschi withdrew, and in 1403
Ghiberti received the commission, These two gates became
his Jife-work: he began them when he was twenty-five,
and he was seventy-four when they were finished. The first
Eate, representing scenes from the New Testament, was set
Up in 1424 ; the second, still more wonderful, took longer.
While Ghiberti was working at the first gate, Brunellesch;
reduced the laws of perspective to a science ; and into
the subjects from the Old Testament for the second gate
Ghiberti introduced his newly acquired knowledge of
perspective. Some panels contain as many as one hundred
figures, which, said the artist, “ | modelled upon different
planes. so that those nearest the eye might appear larger, and
FAose more remote smaller in proportion,” The second gate
Was set up In 1452, and three years later Ghiberti died.
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After his death Michael Angelo—never easy to please—
viewed his works and pronounced them * fit to be the gates
of Paradise.™

A young companion of the architect Brunelleschi, who
studied the antique with him at Rome and then returned
to Florence, was Donatello (1386-1466). His iz one of

F — —_—— = -
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STATUE OF GENERAL GATTAMELATA AT PADUA, BY DONATELLO

[ r386—-1466).
Ome of the two finest squestrizn statues in the world by the founder of Realism
In Sculpture.
the greatest names in the history of sculpture. He brought
to great perfection the art of carving in low relief, and his
many busts and statues have a wvigour, humanity, and
dramatic power which he was the first to introduoce into
sculpture. His relief, “ The Charge to St. Peter,” in
the Victoria and Albert Museum, South Kensington, is
almost an anticipatinn of the impressionism of Rodin in it
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suggestion of atmosphere and distance. Of his early peried,
when he was dominated by classic ideals, the bronze
“David” at the Bargello, Florence, is considered the
finest example. The first nude statue since Roman times

=
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“"THE ADORATION OF JESUS™ BY HUGO VAN DER GOES
crred [499-145812)

U'flizd Gallery, Florence,

Ibe obvious inconsistencles in this strangely arglmal work shoold not blind us to its
many fine qualities. The adoring kings and angels are absardly out of proportion, bat
the shepherds (on the right) are absolutely natural aod troe to life.  All are good  but
best of all is the ane, clearly the Inst arrival, who is breathlesly peering over the beads
of the h’.!u‘.’\.—]m.g two &t the marvel before them.  Admimable, again, is the gure of Si.
Joseph, on the feft ; no courtly figare is be, but a sturd \l-worn peasant. The tre
naturalism of the artist is aleo sesn b the accurats paintimg of the architecture, the
antmals, and the still-life in the foregromnd.

thought out independently of its architectural surround-
ings, it is beautiful, both in its proportions and in its simple
realism. The supreme masterpiece of his later years is the
famous statue at Padua of the Condottiere Gattamelata
on horseback. Majestic in its repose, yet pulsating with
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life, this work (see page 55) is one of the two great equestrian
statues of the world, the other being the Calleoni Monu-
ment at Venice, begun about forty years later by Donatello’s
pupil Verrocchio, and completed by the Venetian sculptor
Alessandro Leopardi.



I
THE WONDER OF THE RENAISSANCE

THE ART OF LEONARDO DA VINCI, MICHAEL ANGELO,
AND RAPHAEL

§1

¥ CCASIONALLY,” says the Italian historian
Vasari, © Heaven bestows upon a single individual
beauty, grace, and ability, so that, whatever he does, every
action is so divine that he distances all other men, and
clearly displays how his genius is the gift of God and not
an acquirement of human art. Men saw this in Leonardo
da Vinci, whose personal beauty and grace cannot be
mﬁsemtcd, whose abilities were so extraordinary that he
could readily solve every difficulty that presented itself.”

His charming conversation won all hearts, we are told ;
with his right hand he could twist 2 horse-shoe as if it were
made of lead, yet to the strength of a giant and the courage
of a lion he added the gentleness of a dove. He was a lover
of all animals, *“ whom he tamed with kindness and
patience”; and like other great spirits whose souls are
filled with poetry, he could not endure to see a caged bird.
Often as he passed the place where birds were sold in
Florence, Leonardo would stop, buy the birds, and restore
them to liberty,

A painter and sculptor, the perfection of whose work
outstripped that of all his predecessors, a scientist and
inventor whose theories and discoveries were centuries
ahead of his time, a practical engineer who could construct
with equal ease and success an instrument of war or a
monument of peace, an accomplished musician and com-
poser, a deviser of masques and ballets, an experimental
chemist, a skilful dissector, and author of the first standard

£
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book on Anatomy—is it surprising that this man should
have been the wonder of his own and of all succeeding
apes }

Egenius is wayward, and as a boy Leonardo—who was
born in 1452—was a source of anxiety to his father, Ser
Piero da Jinci, a man of good family who, like his father
and grandfather, was a notary of Florence. At school, his
masters said, he was capricious and fickle : *“he began to
learn many things and then gave them up™; but it was
observed that however many other things took his fancy
from time to time, the bcrI: never neglected drawing and
modelling. His father took these drawings to his friend
the artist, Andrea del Verrocchio, who, amazed at the talent
they displayed, gladly consented to have Leonardo as his
upil,

i ne day his master received a commission from the
friars of Vallombroso to paint a picture of “ St. John
Baptizing Christ,” and having much work on hand Verroechio
asked Leonardo 1o help him finish the picture by painting
one of the angels. When Leonardo had done this his
angel surpassed all the other figures in beau ty, so that his
master was filled with admiration, yet also with despair
that a mere boy should know more and paint better than
he could himself. Chagrined, the older artist admitted
his defeat ; he is said never to have touched a brush again,
but to have devoted the rest of his life to sculpture.

From that moment the reputation of Leonardo was
made, and the nobles and princes of Italy sought his services,
In 1493 he was invited to Milan by the Duke Ludovico
Sforza, who was captivated alike by the genius of the artist
and the charm of his personality. While at Milan Leonardo

ainted his famous “ Last Supper” (see page 69) for the

minicans of Sta. Maria delle Grazie, choosing the

moment when the Apostles are anxious to discover who
would betray their Master.

Despite his marvellous Ezcilit?r, Leonardo was not 2
quick worker, and his procrastination in finishing this
picture alarmed the Prior, who besoy ht the Duke to
reprimand the artist for * mooning liunt " instead of
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tting on with the work. When the Duke spoke to
nardo the latter gently explained how necessary it
was for artists to think things out before they began to

int. * Two heads remain to be done,” he said. “1
eel unable to conceive the beauty of the celestial grace
that must have been incarnate in Qur Lord. The other
head which causes me thought is that of Judas. T do not
think 1 can express the face of a man who could resolve to
betray his Master, after having received so many benefits,

“ But to save time,” added Leonardo, *“ I ‘will in this
cage seek no further, but for want of a better idea [ will put
in the head of the Prior.”

The Duke laughed heartily and told the Prior to let
Leonardo finish the work in peace.

More famous even than his * Last Supper,” and happily
in a far better state of preservation to-day, is Leonardo’s
portrait of “ Mona Lisa,” third wife ufy Francesco del
Giocondo, a Florentine official. For centuries this portrait
with the lustrous eyes and mysterious smile has been

(regarded as the supreme expression in art of the eternal
enigma of womanhood. By a freak of fate the man who
commissioned this portrait never had it, for it was =tll in
the possession of the artist—by whom it was considered
unfinished—when Leonardo left Italy for France on the
invitation of King Francis. The King of France had met
Leonardo at Milan, and had long wished to tempt him
to his own Court. After innumerable disappointments in
Italy, Leonardo in his old age sought refuge from Italian
envy and inpratitude with the French King. Franeis
received him with every kindness and honour, and when
the old man fell sick he frequently visited him.

One day the aged artist was seized with a paroxysm, and
the kindly monarch, endeavouring to alleviate the pain,
took his head into his arms. * Leonardo’s divine spirit,
then recognising that he could not enjoy a greater honour,
expired in the king's arms.” So Leonardo died, as Vasari

ates, in 1519 ; and thus it came about that his world-
famous portrait of ““ Mona Liza™ (see next page) is now in
France’s national musenm, the Louvre,
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G2

There is no one person in whom the spirit of the Renais-
sance—that is to say, the rebirth of ancient art and learning
—is so completely summed up and expressed as in Leonardo
da Vinci. Yet “ The Martyrdom of St. Sebastian,” by the
brothers Antonio and Piero del Pollaivolo (see age 64)
again shows something guite modern in its feeling and
expression. These two Florentines were contemporaries
of Leonardo. Antonio (1432-98) was of humble origin.
His father, who, as his surname shows, was a poulterer,
apprenticed the boy to a goldsmith, with whom he soon
made a reputation as the most skilful workman in the shop.
In time he was able to open a shop of his own, and his
reliefs and wax models were much admired by sculptors as
well as by his patrons. Meanwhile his younger in:llhtt
Piero, eleven years his junior, had been apprenticed to a

ainter, and in early middle age Antonio thought he would
ike to become a painter also. He had educated himself,
learning all he could of anatomy and perspective; and
found no difficulty in the drawing, but the colouring was
so different from anything he had done before that at first
he despaired of success; but firm in his resolve he put
himself under his younger brother, and in a few months
became an excellent painter.

Of all works painted by the two brothers the most famous
is :t[Th: Martyrdom of St. Sebastian,” now in the National
G .

Tl;?manpidcdness, so characteristic of the artists of the

. Renaissance, which we have already found in Leonardo
. and Antonio Pollaiuolo, also distinguishes one of the most
interesting of their contemporarics. Domenico Ghir-
landaio (1449-94), who also was originally a goldsmith,
owes his very name to a freak of fashion. He was the first
to invent and make fashionable the head ornament worn
by Florenune girls. Hence he became known as Ghir-
landaio (the maker of garlands), not only because he was
the original inventor but also we hear, because his were of
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“THE MARTVRDOM OF 5T, SEBASTIAN." BY ANTONIO AND FIERD
POLLATUOLD (14323-ryg8 and Td43~1496)
National Gallery, London.

antonlo Pollaivole was & ploseer of Naturalism, For four centuries the fgures
of the stooping cross-bowmen in Lhe foreground of this picture have aroussd
siimiration by their extrionlinary realism and sepee of tensipn, * We Ean
slesoat hear them bodding their breath for the offort ' 1 this was written Al
it o0 years ago, and we jeel the game to-day,

Note alsa how the groaipiing of the Geures forms 3 prramid, of which the Saint is
fhe aprv, and how the lnes of the arrows conteibute o the SYILmetry of the
composation.  The landscape background, showinge tha valley of the Armo wifly

Florence on the lefe. is the work of Plern,
tig
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such exceeding beauty that every girl wanted a garland
from his shop.

Discontented with his trade, which gave comparatively
small scope to his genius for design, Domenico began paint-
ing portraits of the people who came to his shop. These
were 3o lifelike and so beautifully painted, that the fame of
the artist soon spread, and he was inundated with orders
for portraits, altar-pieces, and decorations for the palaces
of noblemen. Pope Sixtus IV heard about him and sent
to Florence, inviting him to come to Rome and join the
band of famous artists who were already at work on what is
now known as the Sistine Chapel,

His great work, * The Calf of 85. Peter and Andrew,”
in the Sistine Chapel is a splendid example of the boldness
of composition which he contributed to art : but his small
painting at the Louvre, “ Portrait of an Old Man and his
Grandchild,” has a far wider celebrity. We present it
(see page 67) not only as a specimen of Ghirlandaio’s
decorative arrangement and intimate feeling, but as an
outstanding masterpiece of Christian art, Christian because
the painter has here sought and found that beauty of
character which was utterly beyond the range of the pagan
artists who found beauty in propertions.

When we remember that Ghirlandaie began painting
late, and was carried off by a fever at the comparatively
early age of forty-four, we are astounded at the quantity
and quality of the work he left behind. He was a man of
immense energy and hated to be interrupted in his work.
Once when his brother David bothered him on some
domestic matter, he replied : * Leave me to work while
you make provision, because now that I have begun to
master my art I feel sorry that I am not employed to paint
the entire circuit of the walls of Florence.”

§3

Nine people out of ten, if asked to name the greatest
artist who ever lived, would reply Michael Angelo Buona-
rotti, who was born in 14-5 ar Castel Caprese, a small

3
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town near Florence, of which his father was chief magistrate.
The babe was put out to nurse with the wife of a marble-
worker, and in later days the great sculpror jokingly attri-
buted his vocation to his foster-mother’s milk. His father
had other ideas for him, and used a stick freely to impress
on the lad the advantages of a commercial career, but
Michael Angelo was obstinate and intractable. At last the
father gave way, and when the son was thirteen he appren-
ticed him to Ghirlandaio for three years. Long before his
apprenticeship was out, the boy had shown a preference for
sculpture, ]-}Jis talent in modelling was brought to the
notice of Lorenzo de' Medici, who nominated him for the
famous * Garden School™ of sculpture which he had
founded under the direction of Donatello’s chief assistant,
Bartoldo. ‘The ruler of Florence, pleased with the progress
of his protégé took him into his household, and made him an
allowance of 500 ducats a month. This lasted till 1492,
when Lorenzo died, and the youth had to make his own way
in the world, Meanwhile a new influence came into his life.

In 1490, when Michael Angelo was 2 boy of fifteen,
Savonarola had begun to preach his impassioned sermons
in Florence. The whole city trcmbles at the terrible
voice, which hurled thunderbolts at the Pope himself. All
Florence was like a revival meeting ; people rushed about
the street weeping and shouting, wealthy citizens became
monks, high officials abdicated rheir positions.

Mi Angelo for the first time in his life was afraid,
dfraid of the unknown horrors predicted for Florence. He
was miserable under the degenerate Piero de’ Medici, a
stupid tyrant who wasted his time and his talent by com-
manding him to model a statue in snow! One night a
poct friend of the sculptor dreamt that the dead Lorenzo
appeared to him and bade him warn Piero that soon he
would be driven from his house, never to return. He
told the Prir<e, who laughed and had him well cudgelled ;
he told Michael Angelo, who believed and fled to Venice.

That was in October 1494. A month later Piero fled
in hus turn, and Florence, with the support of Savonarola,
was declared a republic, owning ne king but Jesus Chirisz.
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' PORTRAIT OF AN OLD MAN AND HIS GRANDCHILD,*
BY D. GHIRLANDALO [144p-1apd).

The Louvre, Paris.

Oue of the world's greal masterpiecss, this picturs teaches us that true besuty resdes
n expression mors than in reguiarity of fsatures The bomely eountemance of this
ool ald map, deapite kis deformed sese. s transbgured by his sxpresion of besevalsnce
and affectiom | in b own way he bocomes as beautiful as the ehild gazing at him with
love and periect inust  Profoundly moving in ity expressicn, this ting is equally
masterly in its tel‘.hn.lg'.lt. Nole the perfect lalnncs in the placing of the heads and the
way in which the child's band provides the patch of light needed in eos corner be set of
properfy the view throogh & window which occnpies the sther,
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Michael Angelo soon gor over his superstitious terrors.
That winter he spent at Bologna in learned circles, and
forgetting Savonarola, he read Dante and Petrarch; he
was absorbed by the beauty of Nature and the dignity of
the antigne world. At the very time when his con-
temporaries at Florence were fanatically indulging in a
religious revival, Michael Angelo seemed to assert his
paganism by carving a ** Sleeping Cupid " so full of Greek
feeling that it was sold in Rome to the Cardinal San Giorgio
as an antique by a Greek sculptor, When he discovered
he had been cheated, the deceived collector was o delighted
to think a living Italian could rival the dead Greeks that he
sent for the young sculpror and took him under his pro-
tection. In 1496, while the Florentines were heaping
pagan pictures, ornaments, and books on Savonarola’s
** Bonfire of Vanities,” when his own brother, the monk
Leonardo, was being prosecuted for his faith in the Friar,
Michael Angelo in Rome seemed anxious to prove himself
a pagan of pagans, producing a * Bacchus,” an * Adonis,™
and the lovely * Cupid ” (see page 77) which is now at South
Kensington.

On May 23, 1498, the fickle populice of Florence turned
against its idol. Savonarola was burnt to death at the
stake. Still Michael Angelo appeared to take no notice.
No mention of Savonarola or his martyrdom can be found
in any of the sculptor’s letters.

But in his own art he made his own comment. From
1498 to 1501 he worked feverishly, perhaps remorsefully,
on a marble group the like of which had never before been
seen : a Virgin whose haunting face is impressed with a
* sorrow more beautiful than beauty’s self,” across whose
knees is lying a Christ of such serene physical beauty and
perfection that we say, “ He is not dead but sleepeth.”

This was Michael Angelo’s confession to his aker, the
supreme * Pieta ™ at St. Peter’s, Rome : a work of which
the exquisite beauty is only equalled by its ineffable sadness.
Botticelli, too, was more moved by the end of Savonarols
than ever he had been by his preaching. Bur Botticelli
was then an old man : Michael Angelo had but just turned
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twenty-three and was only on the threshold of his career
Already his pagan days were over. Melancholy claimed
him for her own, and never after let him go. In five years
he had established his reputation as the greatest sculptor
in the world, but then, as now, glory is not necessarily
remunerative. His family believed he was making a fortune ;
and too proud to acknowledge his true poverty-stricken
condition, he starved himself to give alms to his kindred.
His own father pestered and abused him worst of all ; his
whole family bled him white, and then denounced him as
being mean.

In 1501 he returned to Florence to make the famous
statue of ** Duavid,” which was to commemorate the deliver-
ance of the city from her enemies. But no happiness
awaited him in his native town. He was foolishly pitted
against Leonardo da Vinci, and his envy and jealousy
excited by tttle-tattlers. The two great men of the
time, who ought to have been understanding friends and
comrades, were forced into enmity. Michael Angelo grew
morose and suspicious. One day as he was walking through
the streets of Florence he saw Leonardo discussing a passage
in Dante with a group of citizens. Meaning nothing but
kindness, Leonardo hailed his rival and said to his friends,
* Michacl Angelo here will explain the verses of which you

Elk..”
iPBu: the embittered sculptor scented an insult in the
innocent remark and passionately retorted: Explain
them yourself, you who made the model of a bronze horse
and who, incapable of casting it, left it unfinished—10 your
shame, be it said |

This allusion to his equestrian statue of Francesco Sforza,
never finished, wnundeg Leonardo to the quick. Conscious
of his fatal tendency to procrastinate, he reddened as
Michael Angelo turned his back on him and strode away.

Unhappy in Florence, Michael Angelo was not sorry when
in 1505 Pope Julius 11 called him back to Rome. Later he
was to regret still more bitterly that he ever went. Julius
desired a colossal mausoleum to be built for his remains,
and the sculptor entered into the project with enthusiasm.
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He spent eight months in the Carrara quarries selecting his
marbles, and in December returned to Rome, where the
blocks began to arrive. But a rival artist, Bramante, hinted
to the Pope that it was unlucky to build your tomb in your
own lifeime, The Pope hastily dropped the idea of the
mausolenm, closed his door to Michael Angelo, who was
left not only unpaid for his work and time, but in debt
for the marbles he had obtained. The sculptor was driven
out of the Vatican by a groom, and quivering with
indignation the humiliated genius at unr_':qltft Rome for
Florence.

But no sooner was he in Florence than the Pope wanted
him back at Rome. Eventually he got him back, and
perhaps the eccentric, inconstant Pope meant kindly; but
he reduced Michael Angelo to despair by demanding thar
the preatest sculptor in the world should spend his time
painting the ceiling of the Sistine Chapel. Again the
architect Bramante was the evil genius ; he had prompted the
command, believing the sculptor would fail ignominiously.
What was meant for his dishonour became his greatest

ory.

hrllyichaci Angelo never wanted to do the work. Already
his young rival Raphael had commenced painting the
“ Stanze ” of the Vatican with unparalleled snccess, The
sculptor pleaded that this ceiling should be given to
Raphael, but the Pope insisted and his will was law. On
March 10, 1508 the distracted artist wrote: To-day I,
Michael Angelo, sculpror, began the painting of the chapel.”
The next year, on January 27, 1509, he wrote again : * This
1§ not my profession. . . . I am uselessly wasting my time."
To-day the whole world thinks otherwise.

Of all the palaces of art which Europe contains, there is
not one more wonderful within, or with a2 meaner exterior,
than the Sistine Chapel. The long barn-like structure,
lit by twelve round-headed windows, was built over what
was once the Library by Sixtus IV. His aim was to orna-
ment the chapel with scenes from the world’s history point-
ing to the coming of Christ. All the greatest artists of the
preceding generation, Botticelli, Ghirlandaio, Piero di
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Cosimo, and Perugino had been called upon to assist in
the work, and after the death of Sixtus the completion of
the Chapel occupied his nephew Count Giuliano Rovere,
who succeeded him as Julius 1.

Most artists who had received a papal commission of this
magnitude began their work with an army of assistants.
Bramante, with a show of giving his enemy every assistance,
brought some experienced fresco-painters from Florence
and erected a scaffolding whereby they might get at the
ceiling. Furious and suspicious of cverything and every-
body, Michael Angels Eag;m by declaring Bramante’s
scaffolding to be useless and by raising another, Next he
got rid of his assistants, One morning he got there early,
destroyed everything they had done, locked himself in, and
refused to admit the Florentines.

During the next four years, working feverishly and in
secret, the sculptor accomplished the mightiest series of
paintings in the world, He had endless troubles and
difficulties. The work was new to him, and he had to learn
is_technique as he went along. Hardly had he finished

ainting one panel, “The Deluge,” when the surface
Ecr.:mt mouldy and he had to do it all over again. All this
time his relatives badgered him for money; the Pope,
irritated at his secrecy and seeming slowness, threatened
to have him thrown from the top of his scaffolding, and
at last, worn out, but still not content with his creations,
Michael Angelo, after lying for four years on his back ro
paint this ceiling, once more stood erect and allowed the
scaffolding to be taken down on All Saints’ Day 1512.

His worst enemies were amazed at the greatness and
magnitude of his achievement. = Raphael, great enough
himself to fear no rival, was the first to praise it, thanking
God aloud that he had been born in the same centary.
No photographs can do justice to what Raphael and his
contemporaries then saw. In default of the eriginal, we

can but show a single figure (see page 75), and let the
imagination do the rest.

ichael Angelo divided the great oblong space of the
ceiling into nine principal sections, or rather three groups
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of three scenes each. The first group, illustrating “ The
Creation of the World,” consisted of (1) “ God ividing
Light from Darkness,” (2) * God Creating the Luminaries,”
mg (3) “God Blessing the Earth.” The second group,
illustrating “ The Fall of Man,” showed (4) “ The Creation
of Adam,” (5) “ The Creation of Eve,” and (6) * The
Temptation and Fall.” The last three, illustrating the
uselessness of sacrifice under the old dispensation, repre-
sented (7) “ The Sacrifice of Noah,” (8) * The Deluge,”
and (9) ** The Drunkenness of Noah.” These nine panels
were knit together by a connecting framework in which
were placed single figures of Prophets, Sibyls, and other
decorative figures, lunettes and triangles, so that the whole
appeared as an elaborate architectural roof ornamented with
reliefs and sculprured figures among which nine great
pictures had been inserted,

The work was completed, but Michael Angelo at thirty-
seven was an old man. His health was shattered. Working
for months on end with his head thrown back had strained
his neck and brought on painful swellings of the glands ;
his sight was injured to such an extent that for long after-
wards he could not read a book or letter unless he held it
above his head. Then, when the old Pope, satisfied at
last, might have rewarded the heroic artist, Julius died and
was succeeded by Leo X, who had work for Raphael, but
none for I'I.'I_ir_haJAn gelo.

The harassed sculptor went back 1o Florence, where
he set to work on another masterpiece of sculpture, the
“*Tomb of Lorenzo de’ Medici,” with its beauriful recum.
bent figures of * Night” and “ Morning,” “Dawn" and
“ Twilight.” Worse troubles were in store for him.
Disgusted with all things, including himself, he threw
himself into the revolution which convulsed Florence in
1527. Though no engineer like Leonardo, the republican
revolutionaries put him in charge of the fortifications of
the city. Distrustful of everybody, Michael Angelo feared
that Malatesta Baglione, the general of the Florentine
troops, might betray the city to the troops of the new
Pope (Clement VII); his warning unheeded by the
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authorities, he feared the hostility of the powerful com-
mander, and giving way to an attack of nerves he fled to
Venice for his life. There he was safe and might have

ne to France, but an appeal to his honour brought him

ack to Florence. Once more he took his place in the

fighting line, and six months later Malatesta Baglione, as
he foresaw, betrayed the city to the Emperor,

Irony of fate! The life of the wretched sculptor was
spared in order that he might work again for the glory of

ase tyrants, the Medici, against whom he had fought,
In 1534, another Pope, Paul III, called him to Rome to
enter on a new project. Again the sculptor was asked
to paint, to cover the immense wall at the entrance to the
Sistine Chapel with a fresco representing “ The Last
Judgment.” He began the work when he was sixty-one,
and again shutting himself up, accomplished the task in a
little over five years. It was no work for an old man of
nearly seventy, and the following year the sculptor had to
tarn from painting to architecture; by command of the
Pope he designed the mighty Dome which to all the world
to-day is the sign and symbol of the Eternal Ciry.

Vasari, who visited the old man when he was eiohtv-
eight, gives a wonderful picture of Michael Angelo’s last
years. He lived like a poor man, ate hardly anything but a
little bread and drank but a little wine. Unable to slee :
he would get up at night 1o work with his chisel, and made
himself a paper helmet in which a candle was fixed, so that
he might have light to work without embarrassing his
hands,

On February 12, 1564, the old man spent the whale day
on his feet working at a “ Piera,” Two days afterwards
he was seized with fever, but with his nsual obstinacy
refused to sce a doctor or to go to bed. On the i7th he
consented to be put to bed, and, fully conscious, dictated
his will, bequeathing * his soul to God and his body to the
earth.” About five o'clock on the following afternoon,
surrounded by his faithful servant and a few friends, the

worn-out g;_niua breathed his last and found that rest which
had never been granted him in life.
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§4

Happy the painter who has no history ! Life, so crue
to Michael Angelo, had nothing but kindness for his young
contemporary, Raphael Sanzio. Born at Urbino in 1483,
his way was smoothed for him from the moment (1504)
that he left the workshop of his master Perugino to begin
an independent career. Beautiful as an a::Fr_l in person,
sweet in disposition, charming in manner an conversation,
Raphael was a favourite everywhere. After perfecting his
art by study in Florence, he was invited to Rome in 1 508
to undertake the decoration of the Stanze in the Vatican,
These paintings ar once established his reputation, and in
1511 he was népuiuted Chief Architect of St. Peter’s,
Surveyor and Guardian of the Ancient Monuments of
Rome, and overwhelmed with commissions for mighty
projects of painting which his gentle courtesy had not the
determination to refuse,

He walked through Rome, in those years of his glory,
amid a throng of assistants and admirers. Thus meetin
him once, grim old Michael Angelo growled our, “ Youn lnuE
like a General at the head of an army.”

Laughing and quite unspoilt, Raphael wittily retorted :
“And you, sir, like an executioner on the way to the
scaffold.”

As a portrait-painter his * Balthasar Castiglione ? at
the Louvre (see page 72), as a painter of altar-pieces his
* Sistine Madonna ” at Dresden (see page 73) and the
* Ansidei Madonna ” in the National Gallery (sce page 79),
have made Raphael familiar to all and loved by all. TIn
1520 he was working on his great « Transfiguration ” in
the Vatican, when a fever struck him down. On March 27
he laid down the brush that he was never to hald again, and
on Good Friday, April 6, his birthday, he died as the sun
went down, amid the tears of those who mourned not only
the artist but the man. He had lived only thirty-seven
years, but from that day to this not for one moment has
the lustre of his name been dimmed.
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THE ROAD TO VENICE

THE ART OF MANTEGNA, FRANCIA, CORREGGLO, BELLINI,
AND GIORGIONE

§1

T takes nine tailors to make 2 man. So runs the
familiar saying, but one tailor of Padua in the fifteenth
century suﬂicedy to found a school of painting which has
won immortal fame, In all the history of art no stranger
figure exists than that of Francesco Squarcione, tailor and
embroiderer of Padua. He had little to do with painting
or painters till he was past forty, and yet this man was the
master of 137 pupils and the * Father ™ of the glorious
schools of Venice, Parma, Bologna, Lombardy, and
Ferrara.

Here let us pause 10 explain that while the succession of
painters known as the Florentine School were perfecting
their art, as related in the last chapter, groups of artists
had already begun to collect in other Italian cities. So far
back as 1375, twelve years before the birth of Fra Angelica,
a Florentine painter named Justus had settled in Padua :
and when Leonardo da Vinei was born in 1452, Padua was
already famous as an art centre.

But to return 10 our tailor, To the University of Padua
came, at one time or another, all the learned men of Italy.
Nothing was heard in the streets bur talk of ancient lope
and the beauty of ancient art.  The astute railor soon found
that 3 fragment of sculpture or a stone with 3 Greek jn.
scription bronght him more and better customers than the
display of the latest fashions. Gradually the tailoring and
embroidering became a side-line in his complicated husiness,
and the shop of Squarcione gained much fame as n store-

by
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house of antique treasures of arr. Artists came to him
asking to be allowed to draw his fine old statues,

Squarcione had a keen eye to the main chance, and the

wer to discover and use the talents of others. Whether
ﬁ: himself ever painted is doubtful, but in 1441, when he
was 2 man of forty-seven, he managed 1o qualify himself
for admission to the Guild of Painters ar Padua, His
business instinct would not allow him to let slip a ready-
made epportunity. When students sought to study his
uarivalled collection of antique models, they found them-
selves bound as apprentices to S—;}narcinne; and hence-
forward —on the strength of their work — Squarcione
blossomed into the proprictor of a flourishing art business,

In 1443 he was given the contract to decorate with
paintings the Chapel of the Eremitani at Padua, and this
contract he fulfilled for the most part by the hand of a
boy of twelve, whom two years earlier Squarcione had
adopted as his son and pupil. This boy was 3 nameless
orphan, who acquired undying fame as Andres Mantegna.
He was only ten years old when, as the * son of Squarcione,”
he was admitted a member of the Padua Guild of Painters,
and from this fact alone we can guess his extraordina
precocity. At the age of twelve Mantegna was employed
on important paintings for the Chapel of the Eremitani,
and it was the reputation of the pupil, rather than that
of the master, which brought stodents jin shoals 1o
Padua.

Another great piece of good luck which befell Squarcione
was the arrival in Padua of the Venetian painter Jacopo
Bellini (r. 1400-71), whom the wily contractor inveigled
into his business, and there is little reom for doubt thay

ini was for many years the actual teacher of painting
in the school of the Paduan contractor. Mantegna got
his drawing from observing the Greek starues amon
Egi:uciun:’s antiques, but he learnt colouring from Bellin;,
who was his true master. Bur s precocious was the
genius of Mantegna that at seventeen he had already formed
his style and brought his natural talents to mature per-
fection. At this age he painted an altar-piece for St. Sophia
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at Padua, a picture which, as the sixteenth-century critic
Vasari wrote, * might well be the production of a skilled
veteran and not of a mere boy.”

Success begets success, and at an early age Mantegna
was able to set up for himseli. Squarcione became still
more forious when Mantegna married the dauoghter of
Jacopo Bellini, who had now broken away from the firm
and become a rival. Henceforward the old contractor
blamed Mantegna’s works as much as he had previously
praised them, “saying they were bad, because he had
imitated marble, a thing impossible in painting, since stones
always possess a certain harshness and never have thar soft-
ness peculiar to flesh and narural objects.”

It is troe that Mantegna’s sense of form was severe and
his figures often remind vs of marble statues, but the
envigus carping of his old master in no wise injured his
reputation. His fame spread throughout ltaly, and Pope
Innocent VIII invited him to Rome, where he was employed
on painting the walls of the Belvedere. The payments for
this work were not so regular as the painter thought they
should have been, and one day he ventured to drop a hint
to the Pope, who had come to look at Mantegna’s paintings
of the Virtues,

** What is that figure ? " asked the Pontiff.

“ One much honoured here, your Holiness,” said the
artist pointedly ; ** it is Prudence.”

“ You should associatc Patience with her,” replied the
Pope, who understood the allusion, and later when the
work was completed we are told Mantegna was “ nichly
rewarded.”

After painting in various Italian cities, Mantegna re-
turned to Mantoa, where he built himself a handsome
house, and there in 1506, he died at the age of seventy-five.
The peculiar qualities of his art, his austere draughtsman-
ship and compact design may be scen in many works in
England, notably in “ The Triumph of Julius Casar ™ at
Hampton Court, and in his * Madonna and Child " and
“ Triumph of Scipio * in the National Gallery ; but the
most perfect example of Mantegna's art is his great picrure
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“Parnassus,” in the Louvre at Paris(see oppasite page). Here,
as the illustration shows, Mantegna is aEie to express all his
love of Greek art in picturing the home of the Nine Muses,
who dance in homage round Venus and Apalle, while
Mercury, the Messenger of the Gods, awaits with Pegasus,
the winged horse, to bear inspiration from this mythological
heaven to the artists and poets of the earth.

§z

To enumerate all the artists who were influenced by
Mantegna and the School of Squarcione would be 1o give
a list of a hundred names, and to attempt a task beyond
the scope of this Ovrriwe: but brief mention must be
made of one whose life, and particularly whose death, is of
unusual and romantic interest. Francesco Francia (1450~
1517) was a goldsmith of Bologna who achieved great fame
as an engraver of medallion portraits long before the example
of Mantegna inspired him to become a painter also. Francia
was one of the first artists to make prints from an engraved
plate, and served literature by designing the famous jraljc
type for the press of Aldus Manutins. As 3 Fainter,
Francia began with portraits and proceeded to altar-pieces,
in which he displayed a remarkable psychological insight.
Both in ancient times and in modern his lunette of the
Dead Christ in the lap of the Virgin has been regarded
s a most beautiful work, poignant in the intensity of its
expression. As the illustration on Page 97 shows, this
half-moon-shaped picture is the upper part of a famons
altar-piece originally painted for the Church of St. Frediano
at Lucca, and now in the National Gallery, London, The
main picture below shows the Madonna and Child, with
the following saints (from left 1o right) : St, Sebastian,
St. Paul, S5t. Anne, St. Lawrence, and St Benedict, while
in front of the throne is the figure of the young St. John
the Baptist; and the wan, expressive face of the young
Virgin seems to suggest that she is already forewarned of
the tragedy commemorated by the picture aboye.

Francia was at the height of his reputation in Bologna



“ PARNASSUS" BY MANTEGNA 1431 13oc)
Tha Louvre, Paris.

The anism ol this picture flustrates the change that eame over ltaline art in the
Gftesnih ceclury owing lo that revival of interest in the achievements of Anclent Girwece
and Rome which is known as ** The Ranaissance.”’ h -

Ancires Mantegna. who was devoted to Greek [deals, here pictures an imaginary
ascen= oo Mount Parnassus, the legendary home of the Nipe Muses, personibcations of the
Fine Arts.  On the mountain top stand Veous amd Apollo, with Cupid trumpeting thelr
praise, while arouni them the Muses danee.  In the corper stands Mercury, the Mesasnger
of the Gods, with Pegasus, the winged horse, waiting to bear inspiration from these
divinities 1o the poets and artists of the earth. Nole how the pyramidicsl desipn. helped
by the horse's wing, gives dignity 1o the sorne.

By



no THE OUTLINE OF ART

when the young Raphael was working in Rome. The two
artists never met, for Raphael was too busy to leave the
Vatican and Francia was too old to travel. But they heard
much of one another, and Francia, as the elder, offered to
help his junior in any way he could. He had never seen a
picture by Raphael, and longed to view some work by the
young man of whom everybody was talking. At last the
opportunity came. Raphael was commissioned to paint
a panel of * St. Cecilia™ for a Bolognese chapel, St. Gio-
vanni in Monte; and when he had finished the painting
he sent it to Francia at Bologna with a courteous lerter
begging the older artist to *“ correct any errors found in it,”
and then set it up on the altar for which it was intended.

When Francia drew the masterpiece from its case and
viewed it in a good light, he was filled with amazement and
with chagrin, so Vasari says, at his presumption in offering
to help so great a genius :

“ Francia, half dead at the overwhelming power and
beauty of the picture, which he had to compare with his
own works lying around, though thoroughly discouraged,
took it to St. (gimr:nni in Monte, to the chapel where it
was to be. Returning home he took to his bed in an agony,
feeling that art could offer him no more, and died, some
mpﬂu&: of grief and melanchaly, due to his contemplation

f the living picture of Raphael.”

That is the story told by Vasari, and though it may seem
incredible to us that any artist should be o fatally affected
by seeing the work of another, the fact that so strange a
cause of death was related in good faith reveals to us how
seriously art was taken in Italy in 1518,

i

To appreciate all that Squarcione’s school at Padua did
for ltahan art, we must trace its influence jnto the second
and third generation. In addition to the sons of Bellini
—to whom we shall return—who were the real founders of
Venetian painting, the old contractor had among his
pupils Cosimo Tura (1420-95), who founded the School of
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Ferrara. Tura had a pupil named Bianc, who founded 2
school in Modena, and there had a pupil greater than any
of his predecessors, Antonio Allegri, known as Correggin,
from the place of his birth. Of the life of this great man
singularly little is known, and apart from his art it does not
seem to grl.re been in any way eventful. Vasan tells us that
Correggio *“ was of a very timid disposition and, at a grear
personil inconvenience, worked continually fer the family
which depended on him. In art he was very melancholy,
enduring its labours, but he never allowed difficulties to
deter him, as we see in the great tribune of the Buomo of
Parma.”

It is with Parma that the name of Correggio is always
associated, for his greatest works were executed there
between 1518 and 1530, and the Cathedral of Parma is
the monument of his genius. In its marvellous com-
plexity and rich invention, his ** Assumption of the Virgin ”
there has no rival in the world. If his fluent and sure
drawing was derived from Mantegna, his mastery of light
and shade from Leonardo da Vinei, and his tremendous
forms and designs borrowed from the storehouse of Michael
Angelo, yet his marvellous colouring is entirely his own,
and it is as a colourist, above all, that Correggio is supreme.

“ It is considered certam,” wrote Vasari, “ that there
never was a better colourist, nor any artist who imparted
more loveliness or relief to his things, so great was the soft
beauty of his flesh tints and the grace of his finish.” Nearly
400 years have passed since these lines were written, but
no connoisseur of to-day would change 3 word in this
appreciation. The work of Correggio a peils to every
human being who is susceptible to the indefinable quality of
charm. Whether his subject be frankly pagan, as in © The
Education of Cupid ™ at the National Gallery (sce page
oppesite), or avowedly religious, as in his “St. Catherine ”
at Hampron Court (see page 95), it is on the satisfaction
of the eye, and through the eye of all the senses. that
Correggio relies. )

So modest was this great colourist, that no portrait f
himself by himself is known to exist. : i

“ He was content
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spell out love, whils Venus, the incarnation of feminise chamm, looks
ob EpErovingty,
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Fhaia  bruckmanm
"GANYMEDE ™ BY CORREGGIO.
Pinakothek, Vienna,

Ganymeds, scconding to an old Greek legend, was
;mﬁ%ﬂ Trojan boy wb&w; carmiedd off from

¥ an sagis to be Jupiters cuphearsr i
place of Habe, wha had excited l.h-r-ulmnyut]nn:

s unrivallsd powesr of depicti
Soating m the air iz bﬁihﬁfuﬂ!dll[ﬁl;:?m thiy
pamtiag.

with little,” says Vasari,
“and lived as a good
Christian should.” A
modern critic, Mr
Berenson, has pro-
nounced Correggio’s
paintings to be * hymns
to the charm of femini-
nity the like of which
have never been known
before or since in Chris-
tian Europe,” yet from
all accounts this artist’s
private life was singu-
larly free from amours.
Correggio was a model
husband and father,
and the only thing said
against him by his
Italian  biographer is
that he “ was anxious
to save, like everyone
who is burdened with
a family, and he thus
became  excessively
miserly.” This close-
ness is said to have
brought about his pre-
mature death. * Pay-
ment of 60 crowns being
made to him at Parma
in farthings, which he
wished to take to Cor-
reggio for his affairs, he
set out with this burden
on foot.  Becoming
overheated by the
warmth of the sun, he
took some water to
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=57 CATHERINE™ DY CORREGGID

Hampton Conrt.

% 1] the saints have their symbaols, and 5t Catherne of Siens i olien represented with &

hook (o dugote ber devotional nature. Commeggio, whise art is always sweelly haumar

rather than desply spiritual, shows us the homapity miber than the saintiness of his

s bject She might be & modam beanty mmersed § povel. As an expoorat of (sminios
temini ¥ Correggio ranks smahg the s artists of the world
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refresh himself, and caught a severe tever, which terminated
his life in the fortieth year of his age.”

§4

Soon after the death in 1470 of Jacopo Bellini, there
arrived in Venice a young Sicilian painter who, without
being himself a great master, nevertheless changed the
whole course of Italian painting. This was Antonello da
Messina (1430-79), who, having scen at Naples in his

uth 3 Flemish picture painted in oils, was so fascinated
Eiu:he advantages of the new medium, that he went to

ders and stayed there for some six years till he had
thoroughly mastered the new process of painting. Then
he returned to Italy, where he generously communicated
his secrets to other artists, and so popularised in ltaly
the Flemish method of oil-painting. Antonello was a
skilful painter, both of figures and landscape, as his “ Cruci-
fixion,” reproduced on page 91, from the picture in the
National Gallery, proves; but unfortunately he died at
the age of forty-nine, just when he had received com-
missions for a2 number of important paintings, and so we
can only judge of his talent by the few small pictures and
portraits which have survived.

Others reaped where Antonello had sown. Already
Venetian painters had shown a cerrain independence in
their art. In this maritime port, where sails were more
plentiful than trees, pictures had long been painted on
canvas, for wood that warps and plaster that scales and falls
were ill suited to resist the damp that came from the
canals. Van Eyck's method of oil-painting, introduced by
Antonello, was soon found te be more damp-proof than the
old method (tempera) of mixing pigments with yolk-of-egg
besides being ].ignr:r in weight and richer in colour. :

Among the first to take advantage of the new method
were the two sons of Bellini, who had soon followed their
father to Venice, after his separation from Squarcione,
Gentile, the elder, named afrer Genrile da Fabriang
(Jacopo’s first master), was born abour 1429 ; his brother
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“THE FREDMAND ALTAR-PIECE™ BY FRANCIA icirea 1450 13

National Gallery, Londion,

Ihis altar-piere was commissionsd by the Buonvisi Famiy for

s chapel
of 5t. Anne, {n the

rch of 5t Frediape, Loecs. Fraodda magaged to

pat B own wonde: eelinginto the warll, and the upper portion, & Pica

showing the Virgin and two angels weeping over the desd body of Christ,

is of such Tragic itensity that the most hardened sceptic can hardiygase
apon it unmoved.
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Giovanni was 2 year or two younger. Both these sons far
surpassed their father, and the younger outstripped the
elder, but throughout their lives there was no jealousy
between them.

*“ Although the brothers lived apart,” says Vasari, * they
bore such a respect for each other and for their father,
that each one declared himself to be inferior to the other,
thus seeking modestly to surpass the other no less in goodness
and courtesy than in the excellence of art.”

We are told that “ the first works of Giovanni were some
poitraits which gave great satisfaction, especially that of
the Doge Loredano.” This last is the sumpruous paint-
ing, reproduced here (sce page 85), now hanging in the
National Gallery ; and from this noble portrait of the Head
of the Venetian Republic may be obtained a just idea of
Giovanni’s power of characterisation and of the splendour
of his colour when he was still at the outser of his great
carcer. Impressed by the beauty of his portraits and of
numerons altar-pieces which he painted for churches in
Venetian territory, the nobles of the city desired this great
painter, together with his brother Gentile, * to decorate
the hall of the great council with paintings descriptive of
the magnificence and greatness of their marvellous ciry.”
So, beginning with the brothers Bellini, and afterwards
continued by painters of equal eminence, there came into
being that unrivalled series of mural paintings in public
buildings which makes Venice to-day the most wonderful
art-city in the world,

Of all the altar-pieces painted by Giovanni Bellini, the
most exquisite is the illustration “ The Doge Barberigo
Kneeling before the Intant Christ ” (see page 101), 2 painting
formerly in the Church of San Pietra st Alorano, but noiv
in the Accademia, Venice. This Madonna is one of the
loveliest in all Tralian art, serene, majestic, pensive, but
altogether human and lovable,

Softness and gentleness always distinguish the work of
Giovanni Bellini from that of his brother Gentile, whao
inclined more to the severity of his brother-in-law Man-
tegna. Good examples of Gentile Bellini may be seen



*LCHRIST BEARING THE CROSE5," by GIORGIONE [r477-1510)
Gardeer Callacticn, Boston,

The meat beaytilul conception of Christ im art, this painting (sow in an Americsn cal-

lection) s either a study for or 3 frapmest of 2 Jost picture by Giorpiooe, Farmerly the

bung iz & church in Venloe, where, according to the sixtesnth-century historian

fasari, its haunting loveliness worked miracles of faith among the multitudes wbe cume
1o b L

»
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in the National Gallery, among them being an ** Adora-
tion of the Magi” and his portraits of *“The Sultan
Mohammed IL" The last has an interesting history.
Although paintings are prohibited by Mohammedan laws,
this Sultan saw some portraits by Giovanni Bellini in the
possession of the Venetian Ambassador, and, filled with
amazement and admiration, he earnestly desired to see the
man who could create such marvels. The Venetian Senate,
however, was disinclined to let Giovanni leave the city,
but allowed his brother Gentile 10 go in his stead. Gentile
arrived at Constantinople, where he “was received gra-
ciously and highly favoured,” and after painting a number
of portraits, mncluding one of the Sultan and one (by re-
quest) of himself, the Grand Turk was “ convinced that the
artist had been assisted by some divine spirit.” He wished
to reward the artist richly, and * asked him to name any
favour which he desired, and it would immediately be
anted.”

gTT:n:r_i'-i:l and courteous, yet conscious that if he onduly
prolonged his stay in Turkey he might excite envy and
dangerous religious animosity, Gentile replied that he
*“ asked for nothing but a letter of recommendation to the
senate and government of his native Venice.” Though
loath to let him go, the Sultan was as good as his word.
The letter was written “in the warmest possible terms,
after which he was dismissed with noble gifts and the honour
of knighthood.”

S0 Gentile Bellini returned in honour to Venice, where
he lived till he was nearly eighty, when * he passed to the
other life,” says Vasari, “ and was honourably buried by his
brother in Santi Giovanni e Paolo in the year 1507.” His
brother Giovanni survived him by some ten years and
continued, fine old patriarch thar he was, painting portraits
till almost the end of his days. * A¢ length,” says our
historian, “ when Giovanni had attained to the age of ninety
years, he passed from the troubles of this life, leaving an
everlasting name by the works which he produced in his
native Venice and elsewhere. He was buried in the same
church where he had previously laid his brother Gentile.”
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§5

Justly famous by right of his own paintings, Giovanni is
also renowned as the master of some of the preatest painters
Venice ever saw, chief among his pupils being Giorgione and
Titian. The first was born ar Castelfranco in 1470, and
was christened Giorgio, but “from his stature and the
greatness of his mind he was afrerwards known as Giorgione,"”
that is to say, “ Great George.” Though of peasant ori-
gin, contemporaries say he was *“ well bred and polished
all his life.” He was of a loving dispesition and exceedingly
fond of the lute, * playing and singing divinely,” and this
love of music became the new note which Giorgione de-
finitely contributed to art, for not only did he frequently
introduce music as a subject in his picrures {e.2. *“The
Concert ™ at Dresden, and the man playing 2 mandolin in
“The Golden Age™ at the National Gallery, and the
* Féte Champétre " or Musical Party in the Louvre), but
all his pictures, as Walter Pater wrote, “ constantly aspire
to the condition of music.” By this it is meant that CVery-
thing in a Giorgione is subordinated to beauty, and that
his first goncern is to create melody of line and barmony of
colour, [

The gentle nature of the artist, who found grace and
loveliness in all men and all things, can be traced in every
work of his that has survived the storms of time. In his
great altar-piece “ Madonna Enthroned, with St. Liberale
and St. Francis,” for his native hill-town of Castelfranco,
painted before he was thirty, Giorgione charms us alike by
the rhythm and balance u?the whole composition and by
the lovableness of his types. The sweet simplicity of young
womanhood in the Virgin, the naturalness of the Child,
the knightliness of the soldier-saint Liberale, the welcoming
gesture of the nature-loving Saint who could preach to
birds and fishes and call them his brethren—all these things
are manifest in the illustration of this beautiful picture (see
opposite page).

t is 2 great misfortune that so many of Giorgione’s



Phaio : Anderson
“THE MADONNA ENTHRONED, WITH 55 LIDERALE AND FRANCIS*
BY GIORGIDNE
Castelirapcn, [1aly
This, sccondine to Ryuskin, s * aoe of the two most perfect pictures in existence | abous
In the world as an imaginative representation of Chrstismity, with & snonk snd a soldier
on either gide,™

Glorgione was only twetily-seven years of age whes he painted this plature, which
proves how sarly bis astounding penius develsped
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“PORTRAIT OF A YOUNG MAN™ BY

GIORGIONE

Beriin Gallary.

Here, accorling to the grest Teallan art eritic Morslli,  we have ooe of thoae mps portraity
such #a only Glargione, ard oceasianally Titian, were copable of produr.iu ldghlw
suEgeative, and EXECCISing over the =pectator an irresistible fascination ™

Note the mysterions * VV ' on the parapet.  Thess letters are found in other portraits
by Glorgione, and Dr. G, C. Willigmson bas suggested that they probably indicate the
artist's sigmatuire, sing Glorgione's na was speit =5 * Zarpan  gp Zore ** da Casgel
framce by foniemporary writers, and in MSS the capital I is trequentiy maie |ike= g V

1T



MAN" BY GIORGIONE

Juerini-Stampalia Collection, Venios.
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paintings have been lost or destroyed in the course of

centuries, Barely a score are known for certain to :xi_si
to-day, but among them are some of the most splendid

T
'-1-':1'1_1_ x

" ADRASTUS AND HY FSIPYLE," BY GIORGIONE
Giovannelli Palace, Venics.
Nominally an Hllustration of the Gresk beyEnd bow King Adrasteg boand Dusey Hypsipie
dsguised a8 a purss (after she had been driven sut of Lemnns b¥ 3 comspiracy), this
pecture s famous as the frst EXpression |n art of g stormy landscape. 1t s a SUprems
example of Glargions's skill in patters building : oote how Bexuitfully the broken calnmps,
almast in the centre of the loregronmd, balanre nat

g ooly the figure of the CQueen, but also
the tall buildings bevond the bridge.

portraits in the world, His « Young Man” in the
Berlin Gallery (see Page 1o4) and his “ Unknown Man * in
the Querini-Stampalia Collection at Venice (page 105) are

presented here as examples of his PoOwer in portraiture,
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Vasari tells us that Giorgione * did a picture of Chrnst
bearing the Cross and a Jew dragging him along, which
after a time was placed in the Church of 5t. Rocco, and
now works miracles, as we see, through the devotion of the
multitudes who visit it.” We can form some idea of what
the exceeding beauty of this painting must have been from
the unforgettable head of * Christ Bearing the Cross,”
which still exists in the private collection of Mrs. Gardner,
of Boston, U.5.A., and which is reproduced on page gg.

But, alas! not a fragment has survived of the famous
picture which Giorgione painted to prove the superiority
of painting to sculpture. While Verrocchio was in Venice
engaged upon the bronze horse of his splendid Colleone
Monument, his admirers argued that sculprure, which
presented so many aspects of 3 figure, was superior to
painting. Giorgione maintained that 2 painting could
show at a single glance all the aspects that a man can present,
while sculpture can only do so if one walks about it, and
thus he proved his contention :

“He painted a nude figure turning its shoulders; at
its feet was a limpid fount of water, the reflection from which
showed the front. On one side was a burnished corseler,
which had been taken off and gave a side view, because the
shining metal reflected everything. On the other side was
a mirror showing the other side of the figure.”

The scarcity of Giorgione’s work is partly explained by
the fact that he died young. In 1510 he was deeply
in love with a Venetian lady, who caught the plague, but
“ Giorgione, being ignorant of this, associated with her as
usual, took the infection, and died soon after at the age ot
thirty-four, to the infinite grief of his friends, who lovec
him for his talents, and to the damage of the world whice
lost him, "
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THE SPLENDOUR OF VENICE

THE ART OF TITIAN, TINTOREITO, LOTTO, MORONI, AND
PAUL - WERON ESE q
§1
E never think of Titian as a young man; toall of us
W he is the Grand Old Man of [talian art, and there
is something patriarchal in his figure. He was, indeed,
very old when he dicd. Some would make gut that he lived
to be ninety-nine, but there is considerahle doubt whether
he was really as old as he pretended to be. The National
Gallery catalogue queries 1477 as the ¥ear of Titian’s birth,
but few modern historians consider this to be accurate.
The date 1477 is only given by the artist in a begging letter
to King Phlip of Spain, when it was to Titian’s advantage
to make himself out to be older than he was, because he
was trying to squeeze money out of a rather tight-fisted
monarch on the score of his great age.

Vasari and other contemporary writers give 1489 as the
date of birth, but probably the nearsst approach to the
truth is given in a letter (dated December 8, 1567) from the
Spanish Consul in Venice (Thomas de Cornoca), which
fixes the year of Titian’s birth as 1482. This would make
Titian to have been ninety-four when he died.

Whether Titian lived to be ninety-four or, as Sir Herbert
Cook thinks, only eighty-nine, is 3 small matter compared
to the greater fact that he was born in the hill-town of
Cadore on a spur of the Alps, and speat his boyhood amid
solemn pine-woods and Alpine solitudes, Breathing the
keen mountain air, he grew up a2 ¥. gz Hercules, deep-
chested, his features *“sun-browned as if cust in bronze,”
his eyes clear, with an eagle glance b ed of Alpine distances.

nf
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National Gallery, London.
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So the young Titian (Tiziano Vecellio) came to Venice, a
hardy mountaineer among the children of the plain, and
all his art bears the impress of his origin. What we call the
idealism of Titian is not the result of wsthetic reflection, but,
as Muther has poinited out, ** the narural point of view of
a man who wandered upon the heights of life, never knew
trivial care, nor even experienced sickness; and therefore
saw the world healthy and beautiful, in gleaming and
majestic splendour.”

y the early death of Giorgione in 1510, Titian was left
without a rival in his own generation, and six years later
(1516), when Bellini died, Titian was elected to succeed
him as the official painter of Venice. Thenceforward his
career was a royal progress, “All princes, learned men,
and distinguished persons who came to Venice visited
Titian,” says Vasari, for “ not only in his art was he grear,
but he was a nobleman in person.™ He lived in a splendid

alace, where he received oyalty, and was able to give his
Euuti.{-uj daughter and his two sons every conceivable
luzury, for Titan, says Vasari, “ gained a fair amount of
wealth, his labours having always been well paid.”

Of the dramatic quality in Titian’s art we have a splendid
instance at the National Gallery in the “ Bacchus and
Arniadne ™ (see page 114), which, f):iumi about 1520, 15 also
a famous example of Venetian colour. Nobody before had
ever given so dramatic and impassioned 2 rendering of
Bacchus, the God of Wine, leaping frum his chariot to
console and cherish Ariadne, the beautiful maiden forsaken
by her false lover Theseus. There is action not only in
the drawing, in the spirited rendering of movement, but
there is life also in the colour; the amber, ruby, and
sapphire of the flowing draperies sparkle, quiver, and
radiate,

Whence came these qualities 5o new to Venetian painting
They came from the great painter's memories of his birth-
place, his boyhood's home beside the River Piave roaring
down from storm-capped heights, from memories of the
wind that swept through the tree-tops and rartled the
rafters of the house. Familiar from childhood with the
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awe-inspinng, dramatic elements of Nature, Titian ex-
pressed her majesty and drama in his art.

Amid the wealth of pictorial beauty left by Titian it is
difficult indeed to say which is his supreme masterpiece.
According to Vasari, Titian’s  Assumption of the Virgin ™
(see page 125) was held by his fellow-citizens to be “ the best
modern painting,” and though it is no longer modern but
an * old master,” we cannot conceive a more impressive
rendering of the subject than this picture, in which we
almost hear the wind cansed by the soaring ascent of the
Virgin, her garments grandly swelling in the breeze by which
the encircling cherubs waft her upwards.

Yet to this great painting of his mature years (1541) at
least one of his earlier pictures is equal in beauty. To the
transitional period in Titian’s life, while the direct influence
of Giorgione yet lingered, belongs the picture in the
Borghese Gallery, Rome, known as Sacred and Profane
Love.” But the title is only a makeshift. Nobody knows
the true meaning of this picture of two lovely women, one
lightly draped, the other in the full splendour of Venetian
dress, seated on either side of a well in the midst of 2 smiling
landscape. There is a tradition that the one represents
“ Heavenly Love,” the other * Earthly Love ™ (see pages
118, 11g), but on the other hand a passage in Vasari about
another painting by Titian, now lost, gives countenance to
the theory that these figures are personifications of Grace
and Beauty, or more probably Grace and Truth. A third
theory is that the picture illustrates a passage in some lost

oem.

Titian’s ideal of womanhood is seen not only in this
picture, which inspired Mr, Amnold Bennett's novel with
the same title, but in a number of exquisite portraits and
figure paintings. According to Vasari, he painted mostly
from his own imagination, and only used female models in
case of necessity. Titian’s types have little in common
with the small, brown, black-eyed maidens we usnally
associate with Venice. They are nearer akin to the fair-
haired Lombard women or the Dianas and Junos of his
Alpine home. Further, it is the proud majesty of the
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mature woman that Titian paints. His beautiful “ Flora ™
(see opposite page), in the Uffizi Gallery, Florence, does not
suggest spring-time but, as Dr. Muther has well said, % high
summer in its rich, mature splendour.” Never old, but
never very young, Titian’s “ mighty women” seem to
*“ beam in an eternal, powerful beauty.”

The same mature majesty characterises  The Magdalen ™
(see page 117), to which Titian's contemporary Vasari pays
the following eloquent tribute : “ Her hair falls about her
neck and shoulders, her head is raised, and the eyes are
fixed on Heaven, their redness and the rears still within
them giving evidence of her sorrow for the sins of her past
life. ‘This picture, which is most beautiful, moves all who
behold it to compassion.”

“He touched nothing that he did not adomn.” So it
might be written of Titian, who ennobled all his sitters
with something of his own majesty. The supreme example
of his powers in this direction is the magnificent “Equestrian
Portrait of Charles V ” (see page 115), now in the Prado at
Madrid. In 1530, when the Emperor Charles V was in
Bologna, Titian, by the intervention of his friend the poet
Pietro Aretino, was invited to that city and commissioned
to paint His Catholic Majesty in full armour. Vasari
tells us the Emperor was so delighted with this portrait that
he gave the artist a thousand gold crowns, declaring that he
would never have his portrait done by any other painter ;
and he kept his imperial word, frequently employing Titian
thereafter and always paying him a thousand crowns for
each portrair,

Never was money better spent. This Emperor of the
Holy Roman Empire and King of Spain sill fires our
imagination, thanks to Titian. The historical truth about
Charles V is that he was a pale, scrofulons, emaciated man,
a prey to melancholy, full of hesitations and superstitious
fears ; so world-weary that in the end he abdicated from
his imperial position, and shut himself UP in 2 monastery
where, with morhid satisfaction, surrounded by coffins and
ticking clocks, he constantly rehearsed his own funeral,
Titian shows us nothing of this. His wonderful imagination
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" FLORA™ BY TITIAN |(circa 1482-1576

Uizl Gallery, Florenca.

*The high summer of womanhood, in her rich, mature spleadour.” So a great criie

bay described this beautiful example of Titian's idealised figure palating. The artist

:II:||.'|' wied modeis ¥ in emse af mer eagity,” and this conception of Flora, the Godidess of

Spring. though so infensely slive that we feel she 8 real, probably only existed in the
imagination of the artist.

13



14 THE OUTLINE OF ART

{.stens on one great moment in the Emperor's hile, the
day when he was the victor at Augsburg. A Black Knight
in steel armour, riding over the battlefield at daybreak, the
Emperor in this painting becomes “the personification

Piae : W, A Menkedl & Lo,

“THACCHUS AND ARIATINE." BY TITIAN
National Gallery, London.
Baechus, the God of Wine, leaps from his trinmphal car Lo consol 1 el
Arindpe, who his leon lomsalien by ber lalse lover, This p.:.'.l'.:|;:J ;::ﬁﬁ-::;ﬁﬂlliﬁg

the glary of its lovely, sparkling colour, and for an intenslty of dramatic action anwr-
passed bh seT

of the coldness of a great general in battle, and of Destiny
itself approaching, silent and unavoidable.” Charles 1=
here Napoleonic—but Napoleon hazd no Titian to im-
mortalise his grandenr. Who would not pay a thousand
crowns to be so transfigured for postenity ¢ :
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“CHARLES ¥W," BY TITIAN
Prado, Madrd,

* The personification of the coldoess of a great general in battle and of Destony itsell
vaching sileat and unavoiiable ™ 1 thi s what the gemins of Titian has mads af
this portrait.  Charies V was both King of Spain and Empesor of the Holy Roman
Em -
rtian hay seired on one great momeat in this monarch®s life and pictured him riding
at daybreak over the plain of Augrburg just before the batile i whick bis troops were
victorious.
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Still painting in his ninetieth year with unabated vigour,
still able as 2 nonagenarian to play the host with nndiminished
magnificence to King Henry 111 of France, this grand old

triarch finally went down in 1576, like some battered but
indomitable man-of-war, with his colours still proudly
flying. Even then it was not of old age that he died ; he
was 2 victim to the same pestilence which, sixty-six years
earlier, had carried off his young fellow-pupil Giorgione.
All Venice went into mourning when the greatest of her
sons passed away, and the Senate set aside the decree that
excluded victims of the plague from bural within church
walls, so that Titian might be laid to rest in the Church of
the Frari, within sight of his own picture of “ The
Assumption.”

§2

The glowing mantle of Titian fell on the shoulders of
Jacopo Robusti, nicknamed Tintoretto (the “ Little Dyer ™)
from the calling of his father, Battista Robusti, who was 2
dyer, in Italian #infore. Tintoretto was born at Venice in
1518 and, having shown his precocious genius by covering
the walls of his father's house with drawings and sketches,
he was apprenticed as a pupil to Titian. Despite his
prodigious capacity, for already the kill and speed of his
workmanship were astonishing, he was not a satisfactory
pupil. After some time Titian dismissed him, according
to one account because he was jealous of his pupil, according
to another because Tintoretto * would in no wise give
obedience to commands.” From all we know of Tintoretto’s
proud, wilful character the latter reason seems probable.

Left to himeelf, Tintoretto set up his own workshop, in
which he nailed up the legend “The Design of Michael
Angelu and the Colouring of Titian.” Not only did he
live up to his motto as regards his drawing and colour, but
to these he added his own supreme understanding of
light and shade ; and thus he was able to surpass Titian in
the keenness of his literal yet romantic observation, and
to outdo even Michael Angelo himself in the furious speed
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"THE MAGDALEN," BY TITIAN.
Pittl Gallsry, Florence.
" This pirture, most besutilul, moves all who bahald It 1o compassion.’ writes Vasar i,
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and energy of his execution. Amazing stories are told of
Tintoretto’s activity. * This artist,” remarks his con-
temporary Vasari, * always contrives by the most singular
proceedings in the world to be constantly employed, seeing
that when the good offices of his friends and other methods
have failed to procure him any work of which there is
question, he will nevertheless managﬂ to obtain it, either by
accepting it at a very low price, by doing it as a gift, or even
by seizing on it by force.”

An instance of this kind occurred when the Brother-
hood of San Rocco decided to have the ceiling of their
refectory painted with decorations, The four leading

inters of Venice—Zucchero, Salviati, Veronese, and
'qfil:mrctto—wcm summoned to San Rocco and invited to
submit designs for the project. It was announced that
the commission would be given to the artist who produced
the best design. *“ But while the other artists were giving
themselves with all diligence to the preparation of their
designs, Tintoretto made an exact measurement of the
space for which the picture was required, and taking a large
canyas, he painted it without saying a word to any one and,
with his usual celerity, putting it up in the place destined
to receive it.

“ Onc morning, therefore, when the Brotherhood had
assembled to see the designs and to determine the matter,
they found that Tintoretto had entirely completed the
work, nay, that he had fixed it in its place.”

Naturally the three other artists were furious, and the
head of the Brotherhood angrily inquired why Tintoretto
had taken it on himself to complete the work when he
had m!l-",r been. asked to submit a design in an open
competition.

“This s my method of preparing designs,” answered
Tintoretto ; “1 do not 'hmEr hpnw tE:r:n mai:gc them in any
other manner. All designs and models for a work should
be executed in this fazhion, to the end that the persons
interested may see what it is intended to offer them. and
may not be deceived. [

*1f you do not think it proper to pay for the work and
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remunerate me for my pains, then,”
added, ** | will make youo 1 present of it.”

Thus, as Vasari relates, Tintoretto, * thongh not with-
opposition, centrived so to manage matters that the picture
still retains its place.”

Though he painted numerous portraits and altar-pieces,
Tintoretto was essentially & decorative painter, and his
mightiest achievements are on the walls and ceilings of the
palaces and public buildings of Venice. His “ Paradiso ”
in the Ducal Palace is the largest painting in the world,
eighty-four feet wide by thirty-four feet high, and of this
stupendouns achievement and of most of his other great
works no photegraph can give any adequate idea. For this
reason ne attempt to reproduce them is made here. But
fortunately the picture which is universally ackhowledged
to be Tinteretto’s masterpiece is not on the same colossal
scale. “ The Miracle of St. Mark ™ (see page 129) is one
of four large pictures painted by Tintoretto for the Schoal
of San Marco in Venice. It represents the Evangelist—
who was the Patron Saint of Venice—appearing in the air
and * delivering a man who was his votary from grievous
torments, which an executioner is seen to be preparing for
him : the irons which the tormentors are endeavouring to
apply break short in their hands, and cannot be turned
against that devout man.”

The dramatic element in Titian's work is seen heightened
and intensified in many of Tintoretto’s paintings, but
nowhere is it more splendidly manifest than in this im-
pressive imagining {IF a supernatural event. Again we
seem to hear the rush of air caused by the downward swee
of the Saint, from whom a celestial light irradiates. Th
great picture is not only an illustration of 2 saintly legend ;
it had a symbolical meaning of great importance to Tintor
etto’s contemporaries. At this time political relations
between Venice and Rome were strained. The Patriarch
and Senate of Venice flattered themselves they were better
Christians than the Romans, and were delighted to see in
Tintoretta’s masterpiece 1 picture in which they saw the
Popes as the executioners of the Church, which is to be

the artist proudly
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saved only by the fortunate interference of the Republic of
St. Mark.

When Tintorerto died in 1594 there were no more
great religions painters in Italy. Unlike Titian, who * had
never received from Heaven aught but favour and felicity,”
and so throughout a long life looked out with ever joyous
eyes, Tintoretto, notwithstanding his professional prosperity,
was overshadowed by a spiritnal gloom which finds ex-
pression in his mighty pietures. The works of his manhood
and maturity show little of that serene joy in existence which
glows from the canvases of Titian ; but in the fitful lighting
of their sombre depths, in 4 constantly recurring hint of
tragedy, they reveal a consciousness of stormy days to come,
of perils for Church and State, which entitle us to see in
Tintoretto a harbinger of the Reformation and the wars
of religion.

§3

Working side by side first with Titian, afterwards with
Tintoretto, was Paolo Cagliari, who, from Verona, the city
of his birth, was known as Paul Veronese (1528-88). The
whole splendour of Venice is revealed in his paintings, and
his decorations in the Ducal Palace give immortality to the
pageantry which characterised the Italy of his time.

When the Venetian Senate gave a festival in honour of
King Henry Il of France, the monarch was received (s0
history tells us) by two hundred of the fairest damsels in the
city, dressed in white and covered with pearls and diamonds,
* so that the King thought he had suddenly entered 1 realm
of goddesses and fairjes.” i

This is the realm we enter through a canvas by Veronese
whether his subject be professedly historical, as in *The
Family of Darius before Alexander” in the National
Gallery, or professedly religions, as in “ The Marriage of
Cana ™ (see opposite page) at Dresden. We have only to
look at this painting with all its worldly pomp and ostenta-
tious luxury to see how far art has travelled from the
simple piety of the earlier Primitive Masters, :

i, -
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The monasteries were the chief employers of Veronese,
as the eminent critic Mr. Berenson has pointed out:
** His cheerfulness, and his frank and joyous worldliness—
the qualities, in short, which we find in his huge pictures of
feasts—seem to have been Enrticularly welcome to those who
were expected to make their meat and drink of the very
opposite qualities. This is no small comment on the times,
:Es shows how thorough had been the permeation of the
spirit of the Renaissance when even the religious orders gave
up their pretence to asceticism and piety.”

A time came, however, when Veronese went too far even
for the depraved ecclesiastics of his day. When he painted
*“The Last Supper “—now in the Louvre—in the style of
" The Marriage at Cana,” with the same glitter of crystal,
silver, and jewels, the same sheen of silks and satins, the
same multitude of serving men and attendants, the stricter
clerics were scandalised, Information was laid against
the painter, and on July 18, 1573, Paul Veronese was
summoned before the tribunal of the Inguisition.

Exactly what happened then is nor clearly known :
while escaping banishment or severer unishment, the
artist was sternly rebuked for his worl ly treatment of
religions subjects ; and though the reprimand appears tz
have had little permanent effect on his paintings, it is
significant to note that his “ Adoration of the Magi ™ in the
National Gallery, which is dated 1573, is both in con-
ception and in execution far more simple and respectful
than are the majority of Veronese's pictures of sacred
subjects.

The most beautiful picture by Veronese in the Na tional
Gallery, and one of the most haunting of all his works, is
* 8t. Helena's Vision of the Cross (see page 12;), which is
as reposeful as a piece of antique Greek sculpture and a
superbly decorative example of the artist’s skill as 2 maker
of patterns, The curions will note in this work how
cunningly the painter has arranged the figure 1o secure
decorative balance and rhythm, how the right leg con-
tinuing the line of the forearm repeats the diagonal of the

. @ross, while the sharp ]:c:ri:é:ﬁuunﬁI of the cherub’s wing
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repeats the line of the window-sill. In these devices we
recognise the hand of a master-craftsman.

§4

A greater than Veronese remains to be mentioned, a
painter who was not only a consummate craftsman but also
a profound thinker. This was Lorenzo Lotto (1480-1556)
who, unlike his great contemporaries, was Venetian
born. All the others—save Tintoretto, greatly his junio;
—came from the mainland : Giorgione from Castelfranco,
Titian from Cadore, and Cagliari from Verona.

Few painters have lived so intense a2 life in the SpIrit a:
Lotto; none has written so plainly as he his soul-history
in his works. A rtrue son of Venice, his youthful mind
turned to Byzantium rather than to Rome for instruction
and inspiration. To him Giorgione and Titian appeared
as foreign intruders; their worldliness shocked him, 2
follower of Savonarola. Lotto began by putting the
Madonna back on a Byzantine throne in the apse of the
church from which the painters of the Renaissance had
taken her. Ploughing his lonely furrow at Venice he had
his doubts, and in 1508 he journeyed south to see what
Rome and Raphael had to teach him. Whar he saw there
roused his reforming zeal, as it had that of Savonarala,
Four years later (1,72) he fled from metropolitan sinfulness
and rook refuge in the provincial tranquillity of Bergamo,

Here he possessed his soul in Ecacc, and as though touched
by the spinit of St. Francis he became reconciled to nature,
No longer is the Madonna enthroned in church, but placed
in the open country, where all existing things seem o
praise the Creator in their beauty. Lotto became 5 pantheist
and his message is the gospel of love, With his Venetian
predecessors and contemporaries the Virgin is either soulful
and humble, or aristocratic and prood ; Lotto paints her
tichly adorned, but imbues her countenance with a bene-
ficent and tenderly maternal eXpression,

[n portraiture Lotto is Supreme even in a great e s
When we look at his portrait in the National Gallery of
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*The Protonotary Apostolic Juliano (see page 126),
noting through the window the wide and boundless land-
scape traversed by a river which winds its way to the distant
sea, noting also the exquisite Flemish-like painting of the
still-life accessories, as well as the grave penetrating char-
acterisation of the man, we cannot agree with Dr. Muther

Fhoto : Amadrrion,
" THE MIBRACLE OF ST. MARK,” BY TINTORETTO LEsrE—yl
Acadeny, Venlos,

Tintoretto, the most famous pupil of Titian, Qlustrates in his dramatic picture the fecend

of how St Mark the Patron saint of Venles, rescued & Christinn slave from Pagan
lortnrers

that Lotto regards his sitters * unconcerned with their
decorative appearance ”; but we do heartily agree thar
Lotto shows us people * in their hours of introspection.”
Why is it that Lotto, as a portrait-painter, strikes chords
which, as Dr. Muther says, “are echoed in no other
[talian work.” The explanation is this: * Only those
whom he loved and honoured were invited into his studio,
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and this circumstance alone differentiates his portraits from
those of Raphael or Titian.”

Though never such a great figure in his day as Giorgione,
Titian, or Tintoretto, Lotto was not without influence on
his contemporaries. One who felt it and gained by it
greatly was a painter who came from Brescia to Venice,
Giambawtista Moroni (c. 1520-78). His “ Portrait of a
Tailor,” which is reproduced on page 109, is full of human
sympathy and almost perfect in craftsmanship. It is de-
servedly one of the most popular portraits in the National
Gallery, and many of us feel almost equally drawn to
Moroni’s other great portrait at the National Gallery,
“ An Italian Nobleman ™ (see opposite page). Together they
prove that, like Lotto, Moroni could extend his sympathies
to sitters irrespective of their rank or position in life,

It is not easy to over-estimate the abundant excellence
of portraiture in sixteenth-century Venice. Just as the
wealth and power of her merchant-citizens were the source of
the success of the republican State of Venice, so the |
they were able to afford drew to the island-city of the
Adriatic all the artistic talent born on the neighbouring
mainland. Of the multitude of artists who during this
century were adorning the public buildings and private
oalaces of Venice, only a few of the most celebrated can
here be enumerated. Cima came from Conegliano to
Venice in 1492, and worked there till 1516 or later, carry-
ing on in his Madonnas the tradition of Giovanni Bellini.
Vincenzo di Biagio, known as Catena, was born at Treviso
about 1470 and died at Venice in 1531. He was greatly
influenced by Giorgione, to whom was onee ascribed the
beautiful painting *“ A Warrior adoring the Infant Christ,”
which the National Gallery catalogue now gives definitely
to Catena. Sebastiano del Piombo {e. 1485-1547), who
about 1510 left Venice for Rome, where he was influenced
by Raphael and Michael Angelo, has a special interest for
us because his picture * The Raising of Lazarns ™ was the
beginning of the National Gallery collection. It is still
* Number 1.” Palma Vecchio (1480-1528) was born near
Bergamo, but came to Venice while still 3 student. [n-
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fluenced first by Bellini and Giorgione, afterwards by Titian
and Lotto, he very nearly reached the first rank, as his
* Venuns and Cnpiz” now in the Fitzwilliam Museom at
Cambridge, amply proves. He is called Veechio (=0ld) to
distinguish him from a later painter Palma Giovine (1544~
1628) or Young Palma,

Jacope da Ponte (1510-92), called Bassano from his
birthplace, is also splendidly represented in the National
Gallery by * The Good Bamaritan,” a painting which nsed
to belong to Sir Joshua Reynolds. It is a magnificent example
of vigour and muscular action.

In the art, as in the State of Venice, the spark of life
lingered long. So late as the eighteenth century, Longhi,
Canaletto, and Guardi painted delightfully her canals and
palaces and the life of her public places, while Giambattista
Tiepalo (1696-1770), painting in the tradition of Veronese,
earned for himself the proud title * the last of the OIld
Masters,”

But with Tintoretto the last great word of Italy had been
spoken, and when he died in 1594 it was left to the artists
of other lands to take up the tale.



VI
THE DAWN OF THE REFORMATION

THE ART OF ALBERT DURER AND OF HOLBEIN THE YOUNGEE

§1

SU far we have been following mainly the development

of art in Italy, but that country had no monopoly
of painting and sculpture during the Middle Ages. It was
shown in the Second Chapter of this Ournine how a band
of painters flourished on the banks of the Rhine during the
fourteenth century.

Ever since the time of the Van Eycks paintings had been
produced by natives of most of the great countries of
Europe—even in England, where Odo the Goldsmith was
employed by King Henry III to execute wall-paintings for
the Palace of Westminster—but either because their work
was not powerful enough to capture the imagination of
Europe or, quite as probably, because they had no his-
torians and biographers to trumpet their praises, the early
artists of England, France, and Germany never acquired
the fame won by their brethren of Italy and Flanders.
With few exceptions their names, and in many cases their
works, have been entirely lost.

Full many a fower is born to blush unseen,
And waste its sweetness on the desert air.

When all has been =aid, however, the fact remains that
Italy was the centre of the world for medizval Europe,
and to it came all who were desirous of learning, culture,
and advancement. In those times the painter born else-
where made his way to Italy as naturally and inevitably as
the artist of to-day makes his pilgrimage to Paris; and
in Italy the stranger artist was treated, not as a foreigner,

133
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but as a provincial. Looking at the political divisions of
Europe to-day, we are apt to forget that in the Middle
Ages the Christian nations of Europe were considered to
be one family. Just as the Pope of Rome was the religions
Head of all Christendom, so in theory, if not in practice, its
secular Head was the Emperor of the Holy Roman Empire.
The capital of the Empire, again in theory, was Rome,
though in practice the Emperor was usually not very safe
outside his own kingdom in Germany.,

When the Italian historian Vasari describes the great
German artist Albert Durer as a * Fleming,” he is making
the same sort of mistake that a Londoner might make when
he was uncertain whether a west-count n came from
Devon or Cornwall ; and just as some Londoners are so
narrow-minded that they cannot imagine any pre-eminent
greatness outside the metropolis, so Vasari in 2 patronising
way wrote of Durer

Had this man, so nobly endowed by Nature, o assiduous and pos-
sessed of 0 many talents, been 3 native of Tuscany instead of Fhw:ru'u,
had he been able to study the treasures of Rome and Florence as we
have done, he would have cxcelled us all, as he is now the best and most
esteemed among his own countrymen.

If Vasari thought this talented man had much to learn
from Italy, there were Italian artists who thought they had
something to learn from Durer. Giovanni Bellini, whose
art has been described in Chapter IV, greatly admired
Durer’s painting, and found his rendering of hair so mar-
vellous that he thought the arrist must have 5 special brosh
for the purpose. So when Durer visited Venice snd in his
polite way offered 1o do anything in his power for Venetian
artists, Bellini begged to be given the brush with which he
painted hairs. Durer picked up a handful of his brushes
and told Bellini to choose any one he wished. * I mean the
brush with which you draw several hairs with one stroke,”
the Venetian explained. Durer smijed and replied, “ 1
use no other than these, and to prove it you may watch me.”
Then, taking up one of the same brushes, he drew * some

very long wavy tresses, such as women generally wear,”
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Bellini looked on wonderingly, and afterwards confessed
that had he not seen it nothing would have convinced him
that such painting was possible.

Who was this Durer 7 Strangely enough, the artist who
most fully revealed the spirit of awakenin% Germany was
of Hungarian descent. His father, Albert Durer the Elder
—whose portrait by his son hangs in the National Gallery,
London—was born in Hungary. After travelling in the
Netherlands for some time, he finally settled in Nuremberg,
where his son was born on May 21, 1471. Albert the
Younger had everything to foster the development of his
gifts, his father was a goldsmith, and his grandfather also ;
hence their removal to Nuremberg, 2 city which was in
constant communication with Venice and had already
begun to rival it in the arts and crafts of jewellery and
metalwork. It is woith noticing that young Albert’s god-
father was the bookseller and expert printer Anton
Koberger, and throngh him his godson probably became
familiar with fine prints and engravings from his earliest

Cars.

The father intended the son to succeed him in his craft,
but as the latter tells us in his memoirs, “ I was more
inclined to painting, and thiz I confessed to my father. My
father was not pleased,” he adds with characteristic sim-
plicity. Nevert.ﬂe:lcss young Durer got his way, and in
1486 was apprenticed to Michael Wohlgemut, a local artist
then at the zenith of his fame. Wo gemut had a large
art school, which was the most important in Nuremberg,
and here young Durer learnt to paint and also, possibly,
to practise wood-engraving, But such a master had lit
to teach so brilliant a pupil, and after three years Durer
the Elder wisely took his son away and sent him abroad for
four years. Young Albert travelled in the south of Ger-
many and probably paid his first visit to Venice during
this period.

Returning to Nuremberg in 1494, Albert Durer—as we
shall henceforth call him—married almost immedijately
Agnes Frei, daughter of a respected citizen. The
artist already had some reputation : in 1497 he painted the
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portrait of his father, and in the following year the splen-
did portrait of himself which we reproduce. This com-
paratively carly work, now at Madrid, shows all the char-
acteristics of his later portraits; it has 2 simple dignity
almost amounting to austerity, remarkable penetration into
character, und in execution it shows perfect mastery of
drawing and colouring.

In 1498 Albert Durer published a series of wood-en-
gravings illustrating the Apocalypse, which greatly in-
creased his reputation, for in these he was able to show not
only the perfection of his drawing and desi n, but also the
extraordinary power of his imagination. No desipn in this
series is more famous than “ The Four Horsemen of the
Apocalypse ™ (see opposite page), which has recently become
still more widely known by the popular novel of Ibanez and
the film with the same title, butﬁ of which were directly
inspired by Durer’s masterpiece,

And | saw, and behold 4 white horse: and he that sat thereon had a
bow: and there was given unto him a crown: and he came fm:z
tering and to conquer. . . . And another horse came forth, a r
;:nri-: and to him that sar thereon it was Eiven to take peace I:]:Tnm the
earth, and that they should slay one another : and there was given to
him a great sword. . . . And T gaw, and behold a black horse ; and he
that mt thereon had 2 balance in his hand, Ang I heard as it were a

voice saying, A measure of wheat for o penny . . . and behald & pale
horse § and he that sat upon him, his name was Death.

These are the verses from Revelation (vi. 2-8) which
Durer set himself to illustrate; and since it was executed
in a period just previous to the Reformation, some ecritics
have argued that its inner meaning is an attack on the
Papacy. It is improbable, however, that Durer was at
this time in any way sctuated by religious bias; the series
as a whole certainly attacks corruption, both lay and
ecclesiastical, but in this woodcut, the most famous of the
series, it is more likely that Durer confined himself strictly
to his text. The Holy Roman Empire was in a chronic
state of war, and Durer must have seen enough of fighting
in his youth and early manhood to know who and what

were the grim companions of conquest. The meaning of
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this magnificent rushing design is clear; it reveals Durer's
view of War, war which sweeps mercilessly on, sparing
neither man nor woman, Fricﬁt nor layman, and inevitably
accompanied by Famine, Pestilence, and Death. The most
subtle touch of satire is the third rider with the balances.
In portraying Famine as this sleck, well-nourished, hand-
somely clothed man, Durer seems to hint that he is not
ignorant of the existence of the War-Profiteer. The
emaciated horse and its rider by his side tell their own
tale.

It was by his engravings still more than by his paintings
that Durer became famous, for the prints spread throngh-
out Furope and created a great sensation. But though
invited to become a citizen of Venice or Antwerp by these
municipalities, Durer remained loyal to his native city. He
continued to reside in Nuremberg. After his father’s
death in 1502 his responsibilities increased, for now in
addition to his own family Albert had to look after his
mother and his younger brother Hans,

When commissions for portraits and alrar-pieces were not
forthcoming, Durer's wife used to hawk at fairs and gather-
ings her husband’s prints illustrating episodes in the life of
the Holy Family, and these wood and copper engravings
not l:ln;y brought in ready money by satisfying a pﬂPuhT
demand, but they were the foundation of the artist’s re-
putation as an engraver. The success of these separate
prints was immediate, and soon after the publication of the
Apocalypse prints, Durer set to work on other sets of
engravings, onc of which was to illustrate the Passion of
Our Lord and another the Life of the Virgin.

At the instigation and by the kindness of his friend,
Wilibald Pirkheimer, who lent him the money for the
journey, Durer in 1506 paid a visit to Venice, where he was
commissioned by the German merchants to paint a panel
for their chapel. At first the painters of Venice were
inclined to regard Albert Durer as a2 mere engraver who did
not understand how to nse colour, but the completion of
this panel scon silenced hostile criticism and the work
proved to be a veritable triumph for the painter.
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In a letter to his friend Pirkheimer, Durer relates how
the Doge and the Patriarch of Venice came to see his picture,
and still more interesting is his account how the veteran
Venetian painter Giovanni Bellini praised the picture in
public a.n:F farther proved his admiration for the work of
the Northern painter, Bellini, Durer wrote,  wanted to
have something of mine, and himself came and asked
me to paint him something and he would pay well for
it. All men tell me what an npright man he is, so that
[ am really friendly with him. He is very old, but is
still the best painter of them all” It was at this time
that the incident about the paint-brush already narrated
occurred.

Altogether this visit to Venice was a success. It de-
finitely established Durer’s reputation as 2 painter, his
small panels sold well, and lazer he went 1o Bologna, where
he received a great ovation, but even the flattery of a
Bolognese who declared he could * die happy ”* now he
had seen Durer did not turn the artist’s head, and he
returned to Nuremberg the same modest, conscientious
artist he had always been.

The succeeding years were very fertile in paintings, his

rincipal productions being the “ Crucifixion,” now at
Brcsdcn, the * Adam ” and “ Eve,” in which he tried to
give his ideal of beauty of form, and the important altar-
piece which he painted for the Frankfort merchant Jacob
Heiler.

But the artist still found that painting did not bring

him in so much profit as engraving, and after he had com-

leted his great “ Adoration of the Trinity ” in 1511
E: gave most of his time to engraving, continuing the first
“ Passion ™ series and the “ Life of the Virgin.” It was
after the death of his mother in 1514 that he produced his
famous print * Melancholia,” a composition full of curions
symbalism in which a seated female figure is shown brooding
on the tragedies of existence.

Eﬁu{Uy famous and &till more difficult wholly to under-
stand is the copper engraving known as “The Great
Fortune ™ or “ Nemesis * (see opposite Page). Itis supposed



FPhosa: W. 4. Manssil & (Ca,
“THE GREAT FORTUNE," BY DURER.

No work has roosed more controversy than this famous design, in which Durer im-
aginatively shows * Fartune ' or * Nemesis * with bridles in her left haod to curb the
* mad deslgns "' of (he proud.

1 we are anable to admire the * poddess,” we can all se= the beanty of the lindscapr
benesth, and viewed b @ distance or reversed the rhythmical disposition of the Mack
and white in this engraving makes it stand out 25 a fasrinating pattern.
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that this engraving was suggested by a passage in Poliziano’s
Latin poem, which may be thus translated :

There is a godden who, aloft in the empty air, advances girdled about
with s eloud. . . . Sheit is who crushes extravagant hopes, who threatens
the proud, to whom is given to beat down the haughty spirit and the
hanghty step, and to confound over-great possessions, Her the men of
old called Nemesis. . . . In her hand she bears bridles and 2 chalice, and
smiles for ever with an awful smile, and stands resisting mad designs.

No work has aroused more controversy than this design ;
some have regarded it as 2 splendid rendering of the physical
attributes of mature womanhood, but others have pro-
nounced the ugliness of the figure to be * perfectly re-
pulsive,” while others again have found it hard tu reconcile
the extreme realism of the woman’s form with the fanciful
imagination shown in her environment.

But however many opinions there may be as to the
success of this engraving as an sllustration, there is only one
view about its merits as a decoration. Mr.'T. S Moore,
himself an expert and gifted engraver, has well emphasised
this point by reminding the readers of his book on Durer .
“ that it is an engraving and not a woman that we are
discussing : and that this engraving is extremely beautiful
in arabesque and black and white pattern, rich, rhythmical
and harmonious.” If the experimen: be made of turning
the print upside down, so that attention is no longer con-
centrated on its meaning as an illustration, its extraordinary
ingenuity and interest as a patfern will at once become
apparent.

1518 Durer again resumed his activity as a painter :
in that year he was summoned by the Emperor Maximilian

to Augsburg, where he was employed in painting portraits
of the emperor and of many of jl;is nobles. In tgzr he
visited the Netherlands and received much attention in
Brussels and Antwerp ; though he drew and painted several
portraits during his travels, he tock u engraving again
when he returned to Nuremberg. The series he then
began is known as the * Second Passion ™ ; this set he did

not live to complete. He died in 1528, Two years earlier
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he painted his celebrated * Four Apostles,” which have 2
peculiar interest not only as Durer’s last effort in picture-
making, but also as an indication of the artist’s attitude
towards the Reformation.

It was in 1517 that Martin Luther sounded the tocsin
for the Reformation by nailing his ninety-five theses on the
nature of papal indulgences to the great door of the Church
of Wittemberg. It was in the following year that Durer
received kindness and attention from his imperial patron,
the Catholic prince Maximilian 1. The artist was in 2
difficult position, but though he took no definite side in
the great controversy which ensued, his sympathy with
the Reformers is shown in this picture by the fact thar
each of the four Apostles is holding and studying a Bible.
It is significant to note that this painting was not 3
commission, but was painted by Durer to please himself
and for presentation to the city of his birth. Here i
the letter which accompanied the gift to the Council of
Nuremberg :

Prudent, honourable, wise, desr Masters, 1 have been intending, for
a lang time past, to show my respect for your Wisdoms by the presentation
of some homble picture of mme as a remembrance, but I have been
prevented from so doing by the imperfection and insignificance of my
works, for I felt that with such I could not stand well betore your
Wisdoms. Now, however, that 1 have just painted a panel upon which
I have bestowed more trouble than on any other painting, I considered
none more worthy to keep it a8 a remembrance than your Wisdoms.

Therefore, 1 present it to your Wisdoms wich the humble and urgent
prayer that you will favourably and graciously receive it, and will be
and continue, as [ have ever found you, my kind and dear Masters.

Thus shall T be diligent to serve your Wisdoms in sl humility.

Possibly it was a remembrance of this picture in par-
ticular which prompted Luther, in his consolatory letter
to the artist’s friend Pirkheimer, to pen this memorable
epitaph on Albert Durer :

It is well for a pious man to mourn the best of men, but you should
call him happy, for Christ illuminated him and called him away in a good
hour from the tempests and, possibly, yet more stormy times : so that
h:, who was worthy only to see the best, might not be compelled to see
the worst.
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After Durer’s death many carried on the tradition he
had bequeathed to his country as an engraver—the prints
of Aldegraver, Beham, and other followers are still treasured
by collectors—but none of them won great fame in painting.
Matthew Grunewald, Durer’s contemporary, had a puEﬂ
Lucas Cranach (1472-1553), who was much esteemed by
his fellow-citizens of Wittemberg and was appointed Court
Painter to the Protestant prince Frederick of Saxony ; but
we have only to look at the doll-faced “ Portrait of a Young
Lady ™ by him in the National Gallery to see how far
Cranach’s art fell below that of Durer.

Only one other painter of German origin beside Durer
has so far succeeded in capturing the world’s attention,
namely Hans Holbein the Younger, who when Durer died
in 1528 was a young man of thirty-one, painting in England.
No more than twenty-six years separate the birth of
Holbein from that of Durer, yet within the space of that
one generation so great had been the revolution in men’s
minds that the two artists seem to belong to different ages.
Holbein grew up during the greatest Wonder-Time in the
world’s history. We win have benefited by and taken for
granted the astounding discoveries made during what is
known as the Epoch of Maximilian (1493-1 519), which
approximates to the opening of the reign of our Henry VIII,
find k difficult to realise the crash of old ideas and the
bombardment of new ones which filled the world during
this epoch :

That time [as Lord Bryce has told us]—a time of change and move-
ment in every part of hummn life, 3 tme when printing had become
common, and books were no longer confined to the clergy, when drilled
troops were replacing the feudal militin, when the use of gunpowder
was changing the face of war—was especially marked by one event to
which the history of the world offers no parallel before or since, the
discovery of America. . , . The fecling of mysterious awe with which
men had regarded the firm plain of the earth and her encircling ocean
ever since the days of Homer vanithed when astronomers and geo-
graphers taught them that she was an insignificant globe which, so far

from being the centre of the universe, was itself wwept round in the
motion of ane of the least of its countless systems.
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Nothing but an appreciation of these historical facts can
teach us rightly to comprehend the essential difference
between the art of the two great German masters : for as
the “ feeling of mysterious awe * with which all his work,
whether painted or engraved, is impregnated, makes
Albert Durer the last and supreme expression of mediz-
valism, so an inner consciousness of man's insignificance
and a frank recognition of material facts makes Holbein the
first exponent in art of Modern Science.

The great Hans Holbein was the son of an artist of the
same name, Hans Holbein the Elder, a poor and struggling
painter of religious pictures in the flourishing city of
Augsburg. Here Hans Holbein the Younger was born in

7. There was never any doubt as to his calling, for he
belonged to a family of painters. Not only his father, but
his uncle and his brother were painters also. His father,
who was chiefly influenced by the Flemish painter Roger
van der Weyden (see Chapter II), had little to teach the
son, and when he was seventeen or eighteen young Hans
left his father’s honse in company with his elder Eror.hur
Ambrosius, and began a foreign tour which eventually
ended at Basle. Owing to the lack of any exact records
and the constant confusion of the two Holbeins, father and
son, the details of Holbein’s early life are still a matter of
conjecture and controversy. Some hold that the elder
Holbein with his family moved from Augsburg to Lucerne
about 1514, but the one thing certain is tﬁ:t young Holbein
was at Basle in 1515, where he at once found work as a
designer with the printer and publisher Frobenius. Through
Frobenius he came to know é;rasmua, who had recently left
France and now graced Basle with his universal fame as 2
scholar ; and soon the young artist found plenty of employ-
ment both as a book-illustrator and portraitist. One of
the earliest and most loyal of his patrons was the Basle
merchant Jacob Meyer, whose portrait and especially the
splendid skerch for the same (see page 148) foreshadowed
the future greatness of the artist as a portrait-painter.
About 1516 or 1517 Holbein the Younger was in Lucerne,
where he decorated a house, and it is conjectured that



3

e sl = -

Phalo r Braun.

*JACOB MEYER™ BY HOLBEIN Lap7-1545)
Hasle

Holbeln's superistive mernt asa draughisman i sesn in this EaTiY |: t st

af hin first pairons, the Biogomaster of Basle, Note the onlon of delic gm i uud:u::?;

In the drawing of this head.  As a master of line Holbein o his own swlz never been
En

148



Photo ; Braun. .
“PORTRAIT OF A YOUNG WOMAN." BY HOLBEIN.
Winisor Castle
hal.hiaunqdultm,udhhhudr
mwrmwmm:mm
womin was possibly one of ]
- hamonir,

9




150 THE OUTLINE OF ART

about this time he also travelled in Traly ; but there is no
sure proof, and we can only guess at his movements till he
reappears at Basle in 1519. Though but twenty-two, he
is now 2 man and a master. In 1520 he became a citizen
of Basle—a necessity if he wished to practise painting in
that city—and about the same time he married 2 widow with
two children.

He was a master, bot 2 master of another order to Durer.
Holbein was a pure professional painter, anxious to do a
day’s work and do it as well as he ossibly could ; but he did
not attempt to show how life shnufd be lived or to penetrate
its mysteries : he was content to paint what he saw, paint
it truly and splendidly, but like the wise child of 2 sophisti-
cated age he refrained from a futile endeavour 1o dig
beneath the surface. Holbein can show you the char-
acter of 2 man, as in his portrait of Jacob Meyer; but
Durer would have tried to read his soul.

In 1521 he painted his masterly, though to many un-
attractive picture, “ The Dead Man,” horribly realistic
some would say, yet in truth it is not morbid. For this
outstretched corpse is painted with the calm detachment
of a student of anatomy; it is 2 manifestation of the
sceptical, inquiring, but unmoved gaze of Science con.
fronted with a Fact. In 1522 he painted * Two Saints ”
and a “ Madonna,” in the following year a * Portrait of
Erasmus,” in 1526 2 “ Venus ™ and 2 gay lady styled * Lais
Corinthiaca,” and in 1529 he painted a great * Madonna "
for his friend Jacob Meyer,

The careful reader will have observed that no paintings
are given above for the years 1525 10 1525, and indeed these
were bad years for all painters.” When Giulio de’ Medici
was elected Pope as Clement VIT in 1523, he found, as 3
historian has said, * the world in confusion, a great move-
ment going on in Germany, a great war just begun between
the three most powerful Christian monarchs—a war to
which he himself was pledged.” Thinking the French
would win, he sided with them. Two months after he had
signed the treaty of alliance, Francis T of France was de-
feated and taken prisoner at Pavia, and the Emperor’s
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EmnE:-tﬁnnsauds of Protestants among them—headed
for Rome. All the diplomatic wiles of the Pontff were
unavailing, and in May 1527 a horrified world beheld
Christian troops, Germans, Spaniards, and Italians, engaged
in the sack of Rome.

Basle, then a city of the Empire, though not exposed to
the full force of the currents of war, was not untouched b
these events, and Holbein, like a shrewd man of the worl
began to look out for a shelter from the storm that was
convulsing Europe. His native Germany was out of the
question, for there paintings already in existence were
being destroyed by zealots gscsimus of “ purifying ™ Pro-
testant churches, During this time of waiting, when
commissions for pictures were scarce, Holbein began that
series of wood-engravings which have done as much as any
of his paintings to make his name illustrious.

No works of Holbein have held a more lasting place in
the popular imagination than his little woodcuts illustrating
£ Tﬁ: Dance of Death.” As remote in its origin as the
* morality " play, this picturing of the fact that all living
beings must die was probably in its beginning a monkish
device to compel those who could not read to realise their
inevitable fate. This lesson was driven home by the
universality with which the theme was expounded. In the
older prints of this subject the highest and lowest in the
land were shown each cf:.m:ing with a dead partner of the
same tank and calling, a king dancing with a dead king, a
bishop dancing with a dead bishop, 2 merchant with a dead
merchant, 2 labourer with a dead labourer. Whoever you
were you could not escape death, that was always da uzﬁ
at your heels. This was the age-old theme to whi
Holbein gave new life, and if his version of the Dance of
Death has eclipsed all other versions it is becanse Holbein
was the first to present Death as an abstraction, common
to all prints in the series, and because no other treatment
of the theme has excelled his in the pictorial elements of
design. Each of these prints is itself a perfect little picture
—see how beantiful is the landscape with the serting sun in
“The Husbandman™ (see page 155). As for its value as
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preaching, Holbein’s series serves a double purpose, em-
phasising by the skeleton that accompanies all alike, Pope,
Cardmaf, Miser, Husbandman, and what not, the cqm]it‘y
a5 well as the universality of death. Holbein’s message is
not only that * all flesh is grass " ; but also that under their
skin * the colonel’s lady and Judith O’Grady * are very
much alike.

In 1526 Holbein found the haven for which he had
been looking in England, an isle remote from the European
storm-centre. It is probable that he had become known
through Erasmus to Sir Thomas More, and so was invited
to come ; his painting of * The Houschold of Sir Thomas
More " was one of the earliest and most important paintings
executed by Holbein during his first stay in England.
In 1528 he returned to Basle for three years, and having
dispatched thence his gorgeous portrait of “ George Gisze,
Merchant of the Steelyard ™ (see opposite page) to show what
he could do in portraiture, he returned to England in 1531.

This handsome and exceedingly ornate portrait of a
young merchant in his counting-house was a deliberate
show-piece which had exactly the efiect the painter in-
tended. In troublons and uncertain times prnces and
great nobles were unreliable patrons; at any moment they
might be dethroned, killed, or executed. Like 2 prudent
man Holbein wished to establish a connection with a steadier,

t equally rich stratum of society, namely the great
ﬁcrcﬁnts. Thercfore he dev:rT;F set his yc:p ntgrt_hc
wealthy German merchants settled in London, and showed
them in this portrait that he could make s merchant look
as splendid and imposing as any king or nobleman. He
delivered his sample, and human vanity did the rest. The
German * Merchants of the Steelyard,” as this Corporation
was styled, flocked to his studio in London. Three years
later his first English patron, Sir Thomas More, was sent to
the scafiold by Henry VIII because he declined to declare
the nullity of that royal reprobate’s first marriage with
Catherine of Aragon.

To have been the friend of More was at this time no
eommendation to the favour of the Court ; neverthcless,
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“ PORTRAIT OF GEDRGE GISZE," BY HOLBEIN.
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There Is no mace popalar element ln any picture than the minuts rendeting of details
which betokens a painter's indostry and capacity.

This splendidly ornate partrait, in which the accessorics are rendered with scrupulocs
eare and brilliance, was a deliberats ¥ shaw-plece * painted by the artist when he desired
to obtain the patronsge of “ The Merchants of the Steelyard,” the titls of 3 Corporation
.ﬁ ml{ﬁqlﬁmn merchanty who settied and traded in London during the reign of
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Holbein was not the man to miss any opportunity of “ getting
on " for want of a little tact and diplomacy. {‘irmly based
on the support of the German merchants, he tried another
method of approach. Very soon we find him painting his
splendid portrait of * Robert Cheseman, the King’s

alconer  (see page 156), painting first the minor and then
the greater courtiers, till at last, in 1536, he achieved what
no doubt had been his aim from the first, and was appointed
Court Painter to King Henry VIII,

Never did that sovereign do a wiser or a better thing for
himself than when he made Holbein his painter. Not only
did the artist present that king to posterity in a manner
that mitigates our judgment of his cruelries, but he has made
the whole history of that period live for us, as no previous
period in English history lives, by his series of portraits and
E:rtrait drawings of the English Court. Mr. Ford Madox

ueffer has pointedly observed :

How comparatively cold we are left by the name, say, of Edward II1,
2 great king surrounded by great men in a3 stirring period. No visual
image comes to the mind's epe: at most we see, imaginatively, coins
and the seals that depend from charters.

Mr. Hueffer truly argues that Henry VIII and his men
would be just as lifeless without Holbein, and the way he
has made them live in our imagination is a tribute not only
to Holbein but also to the preserving power of art.

While preparing the way for his advancement in England,
Holbein did not neglect the connection he already had on
the Continent, and three years before his appointment as
Court Painter he sought to widen and enhance his foreign
custom by painting another show-piece: “The Am-
bassadors ™ (see page 157) was painted as deliberately to force
an entry into diplomatic circles as the * George Gisze ” had
been to secure him the custom of the men of commerce.
This remarkable group of Jean de Dinteville, Lord of
Polisy, on the left, wearing the French Order of S. Michel,
and of Georges de Selve, Bishop of Lavaur, in doctor’s cap
and gown, on the right, fascinates all beholders by the
brilliance with which the accessories are painted, the globe,
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*ROBERT CHESEMAN, THE KING'S FALCONER.™ BY HOLBEIN.
The Hague

By this simple and dignified portralt, both lielike and decor ative of the
Halbein paved the way for his restoration to Coort fas our, atter the
first English patron, Sir Tharmas More

King's Falcoges,
execulion of his

the tarkey rug, the tiling, the mandoline, the astronomical
instruments and in the foreground the anamorphosis (or
distorted representation) of a human ckull, Many keen
imaginations have set their wits to work to find ag inner
mesning to this curiously elongated death’s-head, but the
most plausible explanation is found in the fact that Hol-
bein’s own name means “ekull ” in his native langnage,
and this device may consequently be regarded as a fanciful
way of putting his seal or cipher on his work. Another
interpretation is that here, as in other portraits by Holbein,
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“ THE AMBASSADORS" BY HOLBEIN.
Natinoal Gallery, Loodon,

This famous pleture of the An bassadors Jean de Dintevills and Lhe Rishop of Lavauar is
snother of Holbeln's show-pleces, designed to maintain his Continental ropatation and
to ntiract the custom of formign diplomats. The curiously distarted representation of a
wiyman skull in the foregroand i an impertant element i the quactritateral désign and
alcn 5 rebmd on the pame of the artlst, ** Holtein ™ meaning * gknll."

the skull is introduced to reinforce the lesson of the * Dance
of Death,” that to this all must come. Whatever the
painter’s original idea may have been, his work is a complete
success: he painted It to create a sensation, and it has
created a sensation for centuries. It may be added that
this elongated skull completes the design, by paralleling
the line from the one ambassador’s hand (holding the
dagger) to the head of the other ambassador.
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After the death
of Jane Seymour,
when Europe was
searched for mar-
riageable princesses
to console the royal
widower, Holbein
in February 1538
was sent to Brussels
to paint his match-
less portrait of King
Lhn:tuns daugh-
ter “ Christina of
Denmark™ (see
illustration on this
page), who, for-
tunately for her
self, escaped Henry
\fIIIandaftemards
married the Duke
of Lorraine as her
second  husband,
One of Holbein’s
last works, this is by
many accounted his
greatest. Here he
has painted no
show-piece, but set
forth with divine
5imp'rc'u the grace
and .:hgrm of me-
ditative urulhr)u:rd

From Brussels
Holbein went 1o
Burgundy, where
he namted other
pr_-rtrairs, and in
December of the
saime year he re-
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turned to London. Almost exactly five years later he
canght the plague. In November 1543 Holbein died.in
London, a victim to the same disease that had already killed
Giorgione in his youth and was destined, thirty-three years
later, to carry off Titian in his old age.

Just as Durer and Holbein had no great forerunners, so
they had no great successors, and Europe had to wait thirty-
four years before another great master of art was born,
outside [taly, in the person of Peter Paul Rubens.



VIl
THE PRIDE OF FLANDERS

THE ART OF RUBENE, VAN DYCK, AND THE FLEMISH
PORTRAIT-PAINTERS

AINTER, courtier, scholar, and diplomatist, Peter
Paul Rubens is one of the most picturesque figures
in European history. In origin he belonged to the upper
middle class, for though his grandfather had been a tanner
of Antwerp, his father John Rubens (1530-8;7) had taken
his degree at an [talian university and subsequently attained
considerable civic importance in Antwerp. At that time
Flanders was under Spanish rule, and trouble with the
authorities over political and religious matters drove the
Protestant John Rubens and his family into exile at
Cologne. There he became the intimate counsellor of
William the Silent, and unfortunately, too intimate with
his patron’s wife, the Princess of Orange. Their love
affair was discovered and Dr. John Rubens was thrown into
rison, from which he was only released after the Prince
d divorced his wife. He did not long survive his im-
prisonment, and died at Cologne in 1587,

All this had its influence on young Peter Paul, who was
born at Siegen, Westphalia, in 1577, one year after the
death of Tinan. Political complications had alread
driven his father from Antwerp, and o the boy spent his
eatly childhood in exile. He was only ten years old when
his father died, and then his mother returned to Antwerp,
taking her three children with her, Blandina the eldest, 2
young woman of twenty-three, Philippe a boy of thirteen,
and Peter Paul the youngest. By a carious coincidence,

just as only one year separated the hirth of Peter Paul
Rubens from the death of Tirian, 50 again one year divided
1ho
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the death of John Rubens from that of Paul Veronese
(1588), whose art his son was destined to develop and

ke -
giﬁftnr her dzughl:e:’s marriage in 1500, the widow Robens
was able to say in a letter that both her sons were earning
their living—so we know that their schooldays in Antwerp
were short: Philippe obtained a place in the office of a
wwn councillor of Eruss:ia while Peter Paul was Page of
Honour to the Princess ]\-'Iargﬂret de Ligne-Aremberg.
This gave the future diplomatist his first experience of
court life ; but it was a short one, for already he felt art to
be his true vocation, and in 1591 the lad of fourteen was
allowed to begin his training as a2 painter in the studio of
his cousin Tobias Verhacght.

Here it may be well to recall that since the death of
Mabuse in 1533 there had been no painter of the first rank
in Flanders. Lucas da Heere (1534-—84), a capable portrait-
painter, though born at Ghent, worked chiefly in France
and England. Returning to Flanders he could get little
cmployment, and he died in poverty at Pars. A more
successful portrait-painter, Antonio Moro (1519- 78), better
known as gmﬁmﬂmny Mure, also began his career in Ghent,
but found more appreciation of his art in England and
Spain. The most important of the immediate predecessors
of Rubens were two families of artists, the Pourbus and the
Breughels. Peter Pourbus (1510-84), a Bruges painter of
portraits and religious subjects, ha j a son Frans Pourbus
(1545-81), who settled in Antwerp. He in turn had a sull
more famouns son, Frans Pourbus the Younger (1570-1622)
who painted portraits not only in Antwerp but also at the
Court of Henri 1V in Paris. Young Pourbus, seven years
older than Rubens, was one of the few of his contemporaries
in Antwerp who not only never worked for Rubens but
may ha‘relﬁad some influence on his early style.

The founder of the Breughel family was Peter Breughel
{e. 1525-64), whose dramatic * Adoration of the Magi™
was secured for the National Gallery in 1921. Another
interesting example of his forcible but primitive style,
* Sacking a Village,” is at Hampton Court. This painter

B



162 THE OUTLINE OF ART

had two sons, Peter, known as “ Hell” Breughel ! (13564-
1638), because of his choice of subjects, and a younger,
Jan, nicknamed * Velver ™ Breughel (1568-1625), on
account of the softness of his painting. The father made
Brussels his headquarters, but the sons settled in Ant-
werp, where, notwithstanding his seniority, Jan Breughel
eventually became an assistant to Rubens.

Rubens remained little more than six months with his
cousin, who was a landscape artist. His next teacher,
Adam van Noort, was a figure-painter, but it is unlikely he
learnt much from this morose and often drunken boor, In
1596 he found a more congenial master in Otto Vaenius
(1558-1629), who was 2 gentleman, a scholar, and a man of
the world, though as a painter he was even duller and stiffer
than his own master, the Venetian Zucchero (¢. 1543-1616),
well known in England by his numerous portraits of Queen
Elizabeth. One thing that Vaenius did was to fire his

upil with enthusiasm for [talian art, and two years after he
E.ng come of age and had been admitted a member of the
Guild of St. Luke, Peter Paul Rubens arrived in Venjce.
Here the admirable copies he made of paintings by Titian
and Veronese attracted the attention of Vincenzo I, Duke of
Mantua, into whose service Rubens almost immediately
entered. With the Duke he was at Florence for the
marriage of Marie de’ Medici to Henri IV (by proxy), and
in 1603—after he had visited Rome, Padua, and other
Italian cities—Rubens was sent by Vincenzo [ on 2 mission
with presents of horses and pictures to Philip I1I of Spain,

Though not then entrusted with any work for the Spanish
monarch, Rubens painted several pictures for his prime
minister the Duke of Lerma before he returned to taly,
After working for his patron at Mantua, Rome, and Genoa,
Rubens in 1608 was recalled to Antwerp by news of his
mother’s serious illness. Too late to see her alive when
he reached his native city, the grief-stricken painter re-
mained for several months in strict seclusion, wﬁcu he was

1A tlun:l:ﬁll’jtl erample of “ Hell" Treughel's work, " An Tncantation
Seene,” may be seen in the Dyce Collection st the Victara snd Albert Museum,
South Kemnington,
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drawn by the rulers of Flanders, the Stadt-holders Albert
and Jsabella, who, conscions of his growing reputation,
uaded Rubens to leave the Mantuan service and become
their Court Painter. In accepting this position Rubens was
%crmitted to live at Antwerp instead of with the Conrt at
russels,

His brother Philippe had already married the daughter
of his chief, the Secretary of Antwerp, and it was probably
at their house that Rubens saw his sister-in-law’s niece
Isabella, danghter of John Brant, whom he married in
1609. The following year the artist designed a palatial
residence in the Italian style, and had it built on the
thoroughfare now known as the Rue de Rubens: there he
took his young and beautiful wife, and there he settled
down to found the School of Antwerp. The ensuing ten
or twelve years were the most tranquil and probably the
happiest in the life of Rubens. An example of Rubens'
first manner is the portrait (see opposite page) of “ Rubens
and his First Wife,” painted wi?cn he was about thirty-
two and his newly married wife Tsabella Brant little over
eighteen, During this period he executed the works on
which his fame most securely rests, notably his supreme
masterpiece, * The Descent from the Cross ** (see page 169),
in Antwerp Cathedral. This work, executed in 1612,
marks the beginning of Rubens’ second manner, just as his
* Elevation of the Cross,” also in Antwerp and painted in
t6og-10, concludes his first or Ttalian manner.

The late R. A. M. Stevenson, a most penetrating critic,
has painted out how much more original and sofrer is the
later picture :

Ie started the Antwerp School, and beyond it ideal searee any con=
temporary advanced. The forms are lew musculsr, the gestures less
exaggerated, the tramsitions suaver, the light and shade less contrasted

than in the first period, but the pigment is otill solid, and the colours are
trented an large, unfused hlocks of decorative efirct,

The growth of Rubens was gradual, but the extraordinary
number of his collaborators makes the tracing of that
growth a task of infinite difficulty. Apart from other
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contemporary evidence, the letters of Rubens himself show
the number of artists he employed to work from his designs.
The truth is he established a picture-factory at Antwerp,
.{ld not only engaged assistants to help him carry out
tic decorations for churches and palaces, but also
glarmed out commissions for easel-pictures, landscapes, and
. aits. In addition to “ Velvet ™ Breughel, his colla-
rators and pupils at one time or another included Snyders
(1579-1657), Jordaens (1593-1678), Cornelius de Voi
(1585-1651), Antony Van Dyck (1599-1641), David Teniers
(1610-90), Jan Fyt (160g-61), and a score of others. A good
example of the “ team-work ** accomplizshed in the Rubens
studio 18 our illustration * Christ in the House of Martha
and Mary ™ (see page 178). In this picture, now in the
Irish National Gallery at Dublin, the figures are by Rubens,

- the landscape by “ Velvet ¥ Breughel, the architecture b
Van Delen, and the accessories by Jan van Kessel, Yet iﬁ
is so controlled by the master-hand that to any but an

expert the whole appears to be the work of one man.

A story is told that the Dean of Malines Cathedral was
furious when, having ordered a * Last Supper” from

Rubens, a young man named Justns van Egmont came down
to h:gi;l tg: work. Later on

the grear man appeared with his fine calm presence and the urbane
manner that was 3 bulwark sgainst offence or misappreciation. As
Ritbens corrected the work, enlivened the colour or the action of the
figures, and wwept the whele composition with his unerring brushwork
towards a beautitul unity of effect, the churchman acknowledged the

i of the master, and admitted that the money of the chapter had
mfelr invetted. i 3

* Even the beautiful portrait of * Susanne Fourment ™
(%c page 163), known as the * Chapeau de Poil,” 2
Fanvas of 1620, which shows Rubens' second manmer
merging into his third—in which the pigment is less solid
and the fusion of colour more subtle—even this work has
been thought by some critics to be not altogether the work
of Rubens. The late R. A, M. Stevenson considered that
** the comparatively rude folds of the dress and the trivial
details of the fcather ™ betrayed another hand at work.
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The fame of the Flemish master had spread all over
Europe, and in janua% 1622 Ruben: was summoned to
Paris by the Queen-Mother, Marie de’ Medici, who
wished him to decorate her favourite Luxembourg Palace.
The great series of wall-paintings, whick were the result
of this commission, are now one of the glories of the Louvre.
These pictures were designed to emphasise the greatness
of the Medicis and the splendour resulting from the
marriage of Marie de’ Medici to King Henri IV of France.
How cleverly Rubens fulfilled his double réle of courtier
and decorator may be seen by our illustration (page 173) of
one of the most notable pictures in this series, “ Henri IV
Receiving the Portrait of Marie de’ Medici.” Here, in 2
wonderful blending of fable with reality, the artist idealises
the King as monarch and lover, and turns a marriage
dictated by reasons of state into a romantic love-match in
which Cupid and all the deities of Olympus are deeply
concerned,

Endowed by nature with a splendid presence, tactful in
disposition and charming in manners, Rubens was a man
to win the confidence of any Court. After the death of
the Archduke Albert in 1621, his widow the Repent Isabella
took Rubens into her inner counsels and employed him in
semi-official visits to foreign courts. The great object of
the rulers of Flanders was to keep Englind and Holland
friendly with Spain and apart from France. One of the
first missions which Rubens received was to secure a renewal
of the treaty between Holland and Flanders, a task which
took him to The Hague in 1623. It was at this time that
he was ennobled by the King of Spain.

When visiting Paris the painter had made the acquaint-
ance of the Duke of Buckingham, the virtual ruler of
England under Charles I, and this mobleman had been
greatly taken by the talents of the Fleming both as artist
and diplomatist. Tt was Buckingham himself who sug-
gested that Rubens should be sent to Spain in the summer
of 1628 to ascertain the real feelings of Philip IV in the war
which Buckingham planned against France through hatred
of Richelien, who had separated him from Anne of Austria,
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Rubens arrived at Madrid in the course of the summer,
bringing with him eighr pictoresasa present to Philip ; but
the assassination of Bucfinghnm on September znd, 1628,
changed the political aspect of affairs and enabled Rubens
to give his w]l'i:!: attention to art. An important event in
the history of painting was the meeting in Spain of Rubens,
now fifty-two, with Velazquez, then a man of thirty ; the
two became great friends, ind we zliall see, in the chapter
on Spamsh painting, that the younger man was consider-
ably influenced by his elder.

Politically the grear result of the Fleming’s stay in
Spain was that Phﬁip 1V consented to Rabens going as his
official representative to King Charles 1 of England. The
artist-diplomat arrived in London on May 25, 1629, and not
only arranged the terms of peace between England and
Spain but gave 2 new dirertion to English painting. Charles
commissioned him to pamt the ceiling which may still be
seen in the Banqueting Saloon in Whitehall, now the United
Services Museum, and many of his pictures were bought by
the Royal Family and nobility of England.

The tact of the coortier, as well as the splendid powers of
the painter, may be seen in our illustration (see opposite page)
of a famous Rubens at the National Gallery, “ The Blessings
of Peace,” which shows Minerva, goddess of Wisdom, pushin,g
back War, while Peace receives Wealth and Happiness an
their smiling children. This picture was presented to the
English king by Rubens soon after his arrival in London as
% delicate hint of the advantages to be derived from con-
cluding peace with Spain.

It is said that while he was painting this picture in
London an English courtier asked Rubens, “Does the
Ambassador of iis Cathaolic Majesty amuse himself with
painting ! " * No,” replied Ruobens, “1 amuse myself
sometimes with being an ambassador,”

f..}n February 21, 1630, Charles [ knighted the painter,
anad soon afterwards Sir Peter Paul Rubens rcturnctf to the
Continent and again settled in Antwerp. Isabella Brant
had been dead about four years, and in December Rubens
married Helen Fourment, whom he must have known from
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172 THE OUTLINE OF ART

childhood. She was one of the seven daughters of Daniel
Fourment, a widower, who had married the sister of
Rubens’s first wife. Helen was only sixteen when she
married.

The last seven years of his life were devoted by Rubens
to domestic happiness and his art rather than to politics,
which he practically abandoned after 1633. He had 2 fine
country estate near Malines, the Chiteau de Steen, of
which we may see a picture in the National Gallery, and
there for the most part he lived quietly, happy with his
gitl-wife and only troubled by attacks of gout, During
these last years Rubens produced a quantity of fine pictures ;
in one year (1638), for example, he despatched a cargo of
112 pictures by himself and s pupils to the King of Spain.
The rapidity of the master’s execution is well illustrated
by a story that, having received a repeat order from Phili
(after he had received the 112 pictures I}, and being pms
by the monarch’s brother Ferdinand to deliver the new
pictures as quickly as possible, Rubens said he would do them
all with his own hand * to gain time " |

Among these new pictures, sent off in Februar 1639,
were ““ The Judgement of Paris ” and “ The Three taces,”
both now at the Prado, and generally held to be the finest
as well as the latest of the painter’s many pictures of these
subjects.  But still the King of Spain wanted more pictures
by Rubens. Further commissions artived, and In M
1640 the great master died in harness, working almost ta the
last on four large canvases.

Excelling in every branch of painting, and prolific in
production, Rubens is a master of whose art only a brief
summary can be given. A final word, however, must be
said on the landsca which form a conspicuous feature
among his later wurfs:_!and of which we possess so splendid
an example in * The Rainbow Landscapc ” (see page 167)
in the Wallace Collection. The healthy and contented
sense of }{’hyﬁn}l well-being, which radiates from every
landscape by Rubens, has been well expressed in a criticism
of this picture by Dr. Richard Muther - The struggle of
the elements is past, everything glittess with moisture, and
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the trees rejoice like fat children who have just had their
breakfast.”

It has been said that there are landscapes which soothe
and calm our spirits, and landscapes which exhilarate.
Those by Rubens come under the latter category. He was
no mystic in his attitude towards Nature ; he approached
her without awe, with the friendly arrogance of a strong
man who respects strength. Most of his landscapes were
painted in the neighbourhood of his country seat, and in
them we may trace not only the painter’s love of the beauty
in Nature, but something also of the landowner’s pride in
a handsome and well-ordered esrate,

The heir of the great Venetians in his painted decora-
tions, Rubens was a pioneer in all other directions, His
portraits were the inspiration of Van Dyck and the English
painters of the eighteenth century, his landscar were the
prelude to Hobbema and the * natural painters » of England
and Holland ; while in pictures like “Le Jardin 'd’ Amour
and “ The Dance of Villagers ™ he invented a new style of
pastoral -with small figures which Wartteau and other later
artists delightfully explaited,

- g2

Of all the many followers of Rubens, the two most
famous were Van Dyck and Jacob Jordaens (1593-1678),
another exuberant Fleming, who though greatly influenced
by Rubens was never actually his pupil. The “ Riches of
Autumn ™ (see page 177) in the Wallace Collection is 3
fine example of the bacchanalian opulence of Jordaens.
The fruit, vegetables, and most of the foliage in this picture
are 'Fzrgth by Frans Snyders (1579-1657), 2 noted painter
of “still-life” who frequently collaborated with Rubens
and other painters. The skill of Jordaens as a portrait-
ainter may be seen in his “ Baron Waha de Linter of

amur " in the National Gallery, but though a capable and
skilful painter of whatever was befare him, Jordaens had no

imagination and added little of his own to the art of
Rubens.
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Antony Van Dyck, who was born at Antwerp in 1599,
was supposed to have entered the studio of Rubens as a boy
of thirteen, but recent research has shown he was originally

Phoio : W, A. Mansell & (o

" THE RICHES OF AUTUMN," BY JORDAENS {vsny-167H)
Wallace Collection, London.

Thit bacchznalian scens i & typical specomen of the exuberant art of Jordaens. The
fruit and vegetables are painied by Soyden

a1 pupil of Hendrick van Balen and did not enter the studia
of Rubens tll about 1618. He was the favourite as well as
the most famous of his master’s pupils, and yet tempera-
mentally he was miles apart from Rubens. Where Rubens
made all his sitters robust and lusty, Van Dyck made his
refined and spiritual. From Rubens he learnt how to use
his tools, but as soon as he had mastered them he obtained
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widely different results. The English Ambassador ar The
Hague persuaded Van Dyck to viar England in 1620 when
he was only just of age, but at that time he made only 2
short stay, and after his return to Antwerp Rubens urged
him to visit Italy. It was good advice. The dreamy,
poetic-looking youth, whose charming painting of himself
at this time we may see in the National Portrait Gallery
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London, was spiritually nearer akin to the Italian than to
the Flemish painters. What he learnt from them, especi-
ally from Titian, may be seen in * The Artist as a Shep-
herd " in the Wallace Collection, painted about 1625-6,
and from the still more splendid portraits in the National
Gallery of the Magchese and Marchesa Cattaneo (see
preceding page), both painted during the artist’s second
stay in Genoa.

trengthened and polished by his knowledge of Italian
art, Van Dyck returned to Antwerp, there to paint among
many other fine things two of his outstanding achievements
in portraiture, the paintings of Philippe Le Roy and his wife
which now hang in the Wallace Collection. These portraits
of the Governor of the Netherlands and his wife were
painted in 1630 and 1631, when the artist was little over
thirty years of age, and in the following year the young
painter was invited ‘t}y Charles I to visit England, where he
became Sir Antony Van Dyck, Principal Painter in Ordinary
to His Majesty.

His great equestrian portrait * Charles I on Horseback,”
which we reproduce (see page 176), passed through several
hands before it found a permanent home in the National
Gallery. When King Charles’s art collection was sold by
the Puritans in 1649, this picture passed into the collecton
of the Elector of Bavaria. Afterwards it was purchased at
Munich by the great Duke of Marlborough, from whose
descendant it was bought in 1885 for the National Gallery,
the price given for this and Raphael’s  Ansidei Madonna ™
being £87,500.

After he had established himself in England Van Dyck
slightly altered his manner, creating 2 style of portraiture
which was slavishly followed by his successors, Sir Peter
Lely and Sir Godfrey Kneller.

To speak of the elegance of Van Dyck’s portraits is to
repeat a2 commonplace, but what the casual observer is apt
to overlook is that this elegance penetrares below externals
to the mind and spirit of the sitter. Of his powers in both

an exguisite example is the portrait group of
“Lords John and Bernard Stuart ” (see npppl?sitl: p:gﬂ-, u:}:e of
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the most beautiful pictures he ever painted in England, and
a work which proves Van Dyck to have been not only a
supremely fluent master of the brush, but also a profound
and penctrating psychalogist.

Had he liveg Eanger no one can say what other master-
pleces he might have achieved: but unfortunately, with
all his other great qualities as a painter, Van Dyck lacked
the health and strength of his master Rubens. How good-
looking he was in his youth, we can see by the charming
portrait of himself which hangs in the National Portrait
Gallery, but this refined, almost girlish face suggests
delicacy and weakness. Weak in a way, he was; though
not spoiled by success, he conld not stand the social whirl
and dissipation on which a Rubens could thrive. V
superstitions, he was a victim to quacks and spent m:g
time and money in endeavouring to discover the phil-
osopher’s stone. It is said that his failure to find this
precious fable of the alchemists preyed on his mind and
contributed to his collapse in 1641, when, thongh no more
than forty-two, his frail body was worn out with gout and
excesses. On the death of Robens in 1640 Van Dyck went
over to Antwerp. It was his last journey, and soon after
his return to London he joined his great compatriot among
the ranks of the illustrious dead.

Van Dyck established a style in portraiture which succeed-
ing generations of painters have endeavoured to imitate ;
but none has surpassed, few have approached him, and
when we look among his predecessors we have to go back to
Botticelli before we find another poet-painter who with
equal, though different, exquisiteness mirrored not merely
the bodies but the very souls of humanity.

After Van Dyck’s death, numerous imitators, both
British and Flemish, endeavoured to copy his style of
portraiture, but the next great impetus art was to receive
after Rubens came, not from England nor from Flanders,
but from Spain. It is to the country of Velazquez and
Murillo, therefore, that we must next torn our attention,



VIII
SUNSHINE AND SHADOW IN SPAIN

THE ART OF EL GRECO, VELAZQUEZ, AND MURILLO
&1
HEN one thinks of Spain and art, the name of

.\; v Vélazquez jumps into the mind at once. Indeed,
to most people, his is the only name in Spanish painting of
ontstanding importance. Looking back over the whole
history of art in Spain, Velazquez's figure overshadows that
of everyone who went before him and of all who have come
after him. In a sense, he is the only great painter Spain has
produced. He interpreted the life of his time in terms
that nppnal universally, and no art has had more influence
than his on modern painters,

How art came to Spain must now briefly be related.
Until the fifteenth centur{; there was little painting in
Spain, and then, owing to the political connection of Spain
with the Netherlands, the influence was markedly Flemish.
It will be remembered that Jan van Eyck (sce Chapter TI)
visited Sgiin in 1428, and the brilliant reception he received
there induced other Flemish artists to visit the peninsula.
Later, when Naples and the Sicilies came uonder the
dominion of the Spanish crown, Italian art set the fashion
to Spanish painters and particularly, as we might expeet,
the art of Naples. The Neapolitan School owed its origin
to Michael Angelo Amerigi, called Caravaggio (1569-1609)
from his birthplace near Milan. Undaunted by the great
achievements of the Iulian painters who immediately
preceded him, Caravaggio sought to form an independent
style of his own based on a bold #mitation of Nature, While
he was working in Venice and Rome, this astute student of

Nature saw his contemporaries falling into decadence
18y
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because they were artists imitating art. The seventeenth-
century painters of Rome, Florence, and Venice degenerated
into mere copyists of Titlan, Tintoretto, Raphael, and
Michael Angelo. Carasvaggio saw their error, and per-
ceiving that art based on art leads to decadence, he pave
his whole attention to Nature and so became a pioneer
of realism. By choice he elected to paint scenes taken
from the ordinary life of his day, and * The Card Cheaters
(scc npgas:it: page) is an admirable example of the novelty
both of his subject and of his treatment. The novelty in
his treatment chiefly consisted of the nze Caravaggio made
of light and shade (techmically known as céiarerrurs) to
enforce the dramatic intensity of his pictures. He ex-
aggerated his shadows, which werc far too black to be
scrupulously faithful to Nature, but by the emphasis he thus
gave to his lights he produced original and arresting effects
which undoubtedly had a powerful influence on the two
greatest painters of the next generation. How wide-
spread was hiz authority is proved by the extent to which
he prepared the way for both Velazquez and Rembrandt.

ter working in Milan, Venice, and Rome, Caravaggio
settled in Naples, where among those influenced by his
realism was the Bpanish painter Josef Ribera (1588-1656).
“The Dead Christ " in the National Gallery, London, is
an example of Ribera’s stern naturalism,

Through Ribera the influence of Caravaggio penetrated
to Spain, but already that country had had its art sense pro-
foundly stirred by a foreign artist who not merely visited
Spain, as other artists had done, but made it hiz home,
This was Domenico Theatocopuli, who from having been
born at Candia, Crete, was universally called El Greco,
that is to say “ The Greek.,” El Greco (1545-1614), 28 we
shall call him, went to Venice as a young man of twenty-five
and worked there for a tdme under Tinan, Abont 1575 he
migrated to Spain and settled at Toledo, where he became
affected by the great religious fervour which was then
agitating the peninsula.

Art is the mirror of life, and a great part of the fascina-
tion of old pictures is that in them are reflected the great
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upheavals of history. We have seen how Florentine art
was affected by the preaching first of 5t. Francis of Assisi
and afterwards of Savonarola; in Chaprer VI it was shown
how the Reformation influenced the last painting of Albert
Durer and the whole outlook of Holbein. Now the most
formidable antagonists that the Lutheran Reformers had
to face, alike in action and in thought, were the Spaniards.
The movement of the counter-Reformation originated and
flourished in Spain. As the Spaniards in the Middle Ages
had battled against the Moors till they won their land for
Christianity, so they fought against the paganism of the
Roman Church during the sixtesnth century and strove with
equal determination later against the Reformers, whom they
regarded as heretice. The herald of this last battle was
Ignatius Loyola, and he and his creation, the Order of the
Jesnits, proved to be the most dangerous and powerful
adversary of Protestantizm.

El Greco's picture “ Christ driving the Traders from
the Temple,” in the National Gallery, may be regarded
as symbolising the purification of the Church by Loyola, but
it is by hiz treatment infinitely more than by his choice of
subject that El Greco expresses that vein of “ convulsed
mysticism " which was the peculiar attribute of Spanish
Carholicism. El Greco as he grew older seemed to take
delight in distorting natural forms. There is something
savage, brutal even, in his art, and his deep earnestness gives
grandeur to terrible things. The generally acknowledged
masterpiece and most characteristic work by El Greco is
his picture (see opposite page) in the church of San Tomé in
Toledo, in which the members of a knightly order solemnly
attend the funeral of Count Orgaz.  The corpse is lowered
into the ground by two saints, while Christ, Mary, martyrs,
and ‘angels hover in the air, and this “abrupt union of
actual with transcendental " —as Dr. Muther puts it—
together with the uncanny, slightly exaggerated forms found
in of the picture, confess 1 touch of hysteria.

y a curious coincidence the tercentenary of El Greco
was celebrated in 1914, at 3 moment when the whole of
Europe was again in a turmoil and minds were full of
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hatred and thoughts of viclence. To a generation excived
by war and rumours of war the suppressed violence in El
Greco’s pictures was irresistibly attracuve. Some very
advanced critics and ultra-progressive painters found in
- his neurotic temperament their ideal Old Master. El
" Greco was reputed to have held that coloor was of far more
importance than form or drawing, and if this belief was
once regarded as * a curions anticipation of modern ideas,”
- these ® modern ideas ™ are themselves now our of date,
- drawing and design being now generally accepted as the
- fonndation of all ﬁmd art. FEl Greco's pictures are far from
being formless. Historically and psychologically the paint-
ings of El Greco are of the highest interest ; but they are a
dangerous model for the art stadent.

Another foreign artist, who if he did not succeed in
expressing the spirit of the time nevertheless influenced
Spanish painting considerably, was Sir Anthony More,
who, as mentioned in Chapter VII, visited Spain, and dur-
ing his stay there, about 15512, ser a style of portraiture
which served as a model for Coello (1515-90) and other
Spanish court-painters.

4§z

These, then, were the principal influences alive in Spanish
art when Diego de Silva y Velazquez was born at Seville in
1599. His family was not of Sevillian or even of Spanish
origin, for his grandfather Diego Rodriguez de Silva came
from Oporto, the home of the Silva family. The name
which he made world-famous he took from his mother,
Gernima Velazquez, who belonged to an old Seville family.
His father Juan de Silva raised no objections when his son
desired to study art, and when he was thirteen or fourteen
Velazquez was placed in the studio of Francisco de Herrera
(1576-1654), who showed something of the fanaticism of
El Greco in the flashing eyes and majestic pestures of the
saints in his religious pictures. Herrera is said to have
been bad-tempered, and after enduring his roughness for
about a year Velazquez changed masters and entered the
studio of Francisco Pacheco (1571 1654). There he
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remained five years, and though his master had no great
originality or power, he was probably a good teacher, for he
was himself a careful draughtsman, a scholar, and the author
of 2 book on painting. Presumably there was also another
attraction, foron April 23, 1618, Velazquez married Pacheco’s
daughter Juana de Miranda, Henceforward Pacheco did
l'.'ﬂ‘!:"rt_hing he could to advance the interestsof his son-in-law,
ithin three years occurred the opportunity of a life-
tme. FPhilip llivdir:d on March 31, 1621, and the young
king Philip IV dismissed the Duke of Lerma and made
Count Olivarez his prime minister. Now Olivarez, a son
of the Governor of le, had lived in that city till 1615
and had made himself popular there as a patron of painters
and poets. Several of his old protégés at Seville united to
praise to the new minister the extraordinary talent of their
young fellow-townsman. Velizquez went to Madrid and,
after some vexations delays, in 16235 Olivarez persuaded
the young king to give Velazquez a sitting. He conquered
at his first brush-stroke. The equestrian portrait he painted
18 now lost, but it pleased Philip so much that forthwith the
ainter of twenty-four was appointed Court Painter to a
Eiz:; of eighteen.

‘rom the beginning Philip treated Velazquez in the
most friendly manner. The king is said by a contemporary
to have come to his studio “ almost every day,” by * those
secret passages, hung with pictures, which led from the
king’s rooms to every part of the old Alcazar” The
monotony of the stiff routine of the Court was broken in
the autumn of 1628 by the arrival of Rubens, who, as
stated in the last chapter, came to Madrid on a diplomatic
mission, and for nine months was constantly with the king
and Velazquez. According to Pacheco and others, Rubens
thought highly of Velazquez, and delighted in his society,
while his views of the king appears in a letter Rubens wrote to
i friend :

He evidently takes quite a special pleasure in painting, and, in my
opinion, this prince is endowed with the finest quahities. [ already know
hem from persanal intercourse, as 1 have 3 room in the palice, so that he
almost daily wisits me,
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Philip IV appears to have been genuinely interested in
painting, a result probably of his intimacy with Velazquez,
and after Rubens's visit, and unduuhmil on his advice,
the King permitted Velazquez to go to Iu{y with the great
soldier and statesman Spinola, who was to be the Spanish
governor of Milan and commander-in-chief in Italy.
Velazquez arrived at Milan in the early autumn of 1629
and soon went to Venice, where he made a special stud
of the work of Tintoretto, who died, it will be r:mcmbcr:t{
five years before Velazquez was born. From Venice he
went to Rome—missing Florence—and after some months
there passed on to Naples, where he met Ribera, and returned
to Madrid early in 1631. At Naples he painted Philip’s
sister, Mary of Hungary, and this portrait ke bronght back
with him together with hiz painting * The Forge of Vulcan.”

It is customary to divide the art of Velazquez into
three periods, of which the first ends with this visit to
Tealy. Most critics agree that the finest and most typical
painting of his first period is the bacchanalian scene known
45 * The Topers.” In the strongly laid shadows of this
painting we see the influence of Caravaggio, and while we
admire the virile rendering of form and the well-balanced

rouping of the figures, yet we feel that the scene, as

. A. M. Stevenson, the cousin of “ R. L. 5., wrote in his
classic book on Velazguez, * was never beheld as a whole
vision in the mind’s eye.” The painter’s complete mastery
of his art was yet to come.

The time between his return to Madrid and his departure
in 1649 for a second visit to [taly was the happiest period
in the life both of Velazquez and of Philip. Daily the artist
advanced in the mastery of his art and in the esteem of his
sovereign. R. A. M. Stevenson has pointed out thar :

Like Rembrandt, who never ceased to paint his own portrait, Velazquez
studied pne model, from yourh to age, with unalterable patience and an
ever-fresh inspiration. He could look at the king's well-known head
with a renewed interest; o3 he went deeper into the mystery of eyesight,
and became better informed az to the effects of real light,

Owing to fires and other accidents many of these portraits
of Philip have been lost, but twenty-six exist to this day :
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and they are all different, If we follow the development
of the painter’s art in these portraits of Philip IV—and
nearly a dozen are in England—we shall sce the slow trans-
formation of a face, through a hard realism of feature and
detail, to the soft, atmospheric impressionism of the final
portraits. The bust portrait of “Philip IV: OIld ” in the
National Gallery, London, is a superb example of the
painter’s last manner and of the way in which he could
steep a whole canvas equally in a soft envelope of light.

What this continual Faiuring of the same model did for
Velazquez we can see from the portraits: it helped him
to realise what every painter in the end must realise if he
intends to excel, that it is not the subject but the treat-
ment that makes the masterpiece. Velazquez found his
fundamental inspiration, not in the novelty ;? a2 new subject,
but in the ceaseless pursuit of seeing better and painting
better something he had already seen. It is by the ultimate

ection of his rendering of the normal vision of man that
elazquez holds his supreme place among the very greatest
masters of art. Other painters have expressed character,
ideas, and beauty more poignantly, but nobody before or
since has expressed vision so splendidly.

What this constant intercourse with a great artist did for
Philip IV we can only imagine, but R. A. M. Stevenson
again comes to our rescue by picturing in words how lonely
is the lot of a king, and particularly in this period of a king

of Spain :

To be a king of Spain, to preside at religious cxecutions, to have 3
wife whom no man, even to save her life, might touch on pain of death,
was to be a creature sorely in need of private liberty, and the solace of
confidential intercourse. Philip IV seems to have been naturally kind,
genial, and affable, and to have divided his Jeisure between the hunting-
field and Velszquer's studio. The two, artist and king, grew old together,
with like interests in horses, dogs, and paintings; thawing when aloneinto
that easy familiarity between master and old servant, freezing instantly in
public into the stiff positions that their parts in life required. Painter to
the king, when he was scarce twenty-five years old, Velazquez escaped mosr
of the dangers and humiliations of profesional portrait-painting, without
losing its useful discipline of the eye, its rigorous test urthr ever-press=ng
and exacting model.

7
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It was when Velazquez was about forty that he was called
upon to execute what proved to be one of the two supreme
achievements of his art, Olivarez had presented the King
with a new palace, Buer Retiro, on the heights above the
Prado, and the Court Painters, with Velazquez at their head,
were commanded to set about its decoration. For the
decoration of this palace Velazquez produced his great
historical picture * The Surrender of Breda ™ (see page z02)
which is not only superb as a decoration but as moving in
its sentiment as any picture artist ever painted.

The surrender uiP Breda, a fortified town twenty miles
south-east of Dordrecht, was an incident in the memorable,
and at first apparently hopeless, struggle which, beginning
in 1568, lasted for eighty years and ended in the haughty
Spaniards being compelled to recognise the independence
of the Dutch Republic. The capture of Breda was one of
the last triumphs of Spanish arms before the tide turned
against them. This was the subject Velazquez chose for
hiz contribution towards the decoration of Buen Retiro.
Notwithstanding the armed crowd and multitude of uni-
forms, the noble bearing of the principal figures is the first
thing that arrests attention. The gestures of Spinola, the
Spanish Commander, and of Justin, chief representative
of the defeated Dutchmen and bearer of the key to the
city, are poignant in expression, and what moves us most of
all is the incomparable humanity of the scene. There is no
arrogance in the Spanish conqueror, who lays his hand
consolingly, almost affectionately, on the shoulder of Justin ;
in the Dutchman there is all the tragedy of defeat, but he
is still dignified and does not cringe to the victor. It is an
ennobling presentment of 1 historic scene.

While admitting that *“ The Surrender of Breda”
challenges the greatest masters on their own ground,
rivalling the highest achievements of Titian, Tintoretto,
and Veronese both in its dignity as illustration and in its
beauty as deceration, yet Mr. Stevenson has affirmed that
“it is not the complete expression of the Velazquez eye-
sight.” In a sense it is not; it has not the i
actuality of some of the painter’s later works, but it may be
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HEQUESTHIAN PORTRAIT OF DON BALTHASAR CARLOS" BY VELAZQUEZ
{7599-1660).
Prado, Madtid.

This quaint and rether pathetic little figure of King Fhilip's only son is one of the most

adorable child tradts Ever painted, Nole bow, wilh s :é:!pﬂ.rml! paturalness, the
artist has fitted horse and rider ioto a tangular pattern repeated in the landscapes in the

distance.
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“PHILIP IV AS 4 SPORTSMAN,* BY VELAZQUEZ.
Fardo, Maddoid.
With unalterable paticnce and ever-fresh inspiration, Velazruss painted his
King from yooth to sge. This portrail bs an example of fhe artist's middle
period and sbould be compared with his later # Alnop ™ (page 207) ke the
plinter's prugress,
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questioned whether it is desirable that it should have this
quality. This painting, we must remember, was first and
foremost a decoration painted to adorn a certain wall in a
given apartment, and the experience of centuries has shown
that ultra-realism does not produce the most effective
forms of decoration, which need a certain deliberate con-
vention to emphasise their beauty as patterns. In * The
Surrender of Breda " Velazquez gives us the greatest amount
of realism compatible with the success of the picture as a
decoration : it fulfils its purpose to perfection, and than
this no higher praise can be given.

Just about the time of this painting, Velazquez was
introduced to a new sitter, the king's little son Balthasar
Carlos. Of the many portraits he made of this prince none
is more delightful than the one which shows him on horse-
back (sce page 195). This quaint and rather pathetic little
figure on his prancing steed, with the whole of Spain
seemingly summed up and expressed in the landscape
behind him, is the most adorable picture ever painted nfpa
small boy. For all his pomp and importance (emphasised
by the marshal’s baton in his hand), the stern, set face—
so like his father's—makes us feel sorry for him. He is very
human ; we feel that he is a lonely child, and somehow
the painter with prophetic insight seems to suggest that he
has not long to Ewn Poor little Balthasar Carlos, born in
1629, did not live to be twenty. In 1646 he caught a cold
at Saragossa and died. Thereafter Velazquez had no royal
prince to paint, and Philip IV had to lavish all his domestic
affection on a little princess, the Infanta Maria Teresa,
who had been born in 1638. Soon after her arrival troubles
came thick upon Spain. Olivarez mismanaged matters
badly and was disgraced in 1643 ; and the same year those
lances of Spain, hitherto invincible, which we see in
“ The Surrender of Breda,” themselves suffered the agony
of defeat and were utterly crumpled up and crushed at
Rocroi by the great French commander Condé. Domestic
griefs accompanied these public misfortunes, for two years
ﬁnrt he lost his son, Philip lost his wife, the Queen Isa-

.
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In 1649 Velazquez again visited Italy, no longer the
follower of an all-conguering army but the agent of a
monarch whose power was waning. He landed at Genoa
on January z, and passing throngh Milan made for Venice,
where he purchased several pictures for the King. This,
indeed, was the principal object of his journey. From
Venice he went to Rome, where he painted the splendid

ortrait of Innocent X which now hangs in the Doria
;aiacc, Rome, and met several artists of note—among them
being Salvator Rosa (1615-73), the Neapolitan painter of
brigands and wild scenery, and Nicolas Poussin (1594-1665),
the polished Frenchman, who in his classical subjects carried
on the tradition of the great Renaissance and in his land-
scapes was 2 real pioneer.

In the summer of 1651 Velazquez returned to Madrid,
where still further honours awaited him. He was made
Marshal of the Palace, and as Philip IV had married again
during his absence—married his own niece Mariana of
Austria, a girl of fourteen—the new Marshal was kept busy
organising festivities and tournaments for the amusement
of the young Queen. By this second wife Philip had the
Princess Margaret, born 1651, who is the central figure in
the world-famous *“Las Meninas.” This picture (see
page 201), in English “ The Maids of Honour,” marks the
culmination of the third period of Velazquez and is the
supreme achievement of his life,

ere, indeed, we have * the complete expression of the
Velazquez eyesight,” and great and glorious as * The
Surrender of Breda™ is, we are bound to confess that
R. A. M. Stevenson was right in maintaining that this
historical picture is not—like * The Maids of Honour ”—
* an absolutely unique thing in the history of art.” Like
so many of the greatest pictures in the world, * The Maids
of Honour™ originated in a spontaneous and unpre-
meditated flash of intense vision. The story generally
accepted is that Velazquez was painting the king, who sat
in the spot from which the spectator is supposed to see the
picture of “ Las Meninas.” During 2 moment’s rest the
* Infanta ™ came in with her attendants, and the king was



Photo : Amderion,

VIEW IN THE GARDEN OF THE VILLA MEDICI, ROME * BY VELAZQUEZ
Prado, Madrid

Painted dl.r.r.i.nF his first visit to Rome in 1830, this sketch from Natore shows how Velasques
anticipated the open-alr landscape painting of the ninetesnih century.

struck with the group which fell together before his eyes.
Near him he saw the princess, her maids of honour Maria
Sarmiento and Isabel de Velaseo (who is offering her water),
her dog, and her dwarfs Mari Barbola and Nicolasito

Pertusato ; a little farther on the left, Velazquez, who had
199
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stepped back to look at his picture; farther back on the
rigﬁt, a duenna and courtier talking ; while at the distant end
of the gallery the king saw his queen and himself reflected
in a mirror, and through the open door, Don Joseph Nieto
drawing back a curtain. The canvas shown in the picture
would naturally be, as Stevenson maintains, the one on
which Velazquez was painting the king’s portrait. Some,
however, will have it to be the very canvas of * Las
Meninas,” which Velazquez was painting from a reflection
in 2 mirror placed near to where the king had been sitting.
R. A. M. Stevenson has justly pointed out that the per-
spective in the picture hardly seems to agree with this view,
but rather makes Velazquez to have been working on the
king’s right hand. It is not a matter of importance, and
the story of the conception of the picture may easily have
got mixed in the telling. It is just possible that Velazquez
was painting, or was about to paint, a portrait of the Infanta
only, when the idea of the large picture suddenly occurred
to him or to the king. The canvas of *“ Las Meninas ” is
made of separate pieces sewn together, and one of these
just contains the Infanta, with room for accessories or a
subordinate figure. However it originated, the picture
was immediately recognised as a brilliant triumph, and
tradition says tgc Red Cross of Santiago on the painter’s
breast was painted there by the king’s own hand, as a promise
of the honour that was to be conferred on him afterwards.

It is hard to conceive of a more beautiful piece of painting
than this—so frec and yet firm and 5o revealing. When
one stands before this canvas one is not concerned with
consideration of who it was painted by ; it fills the mind
and suffices. Like all of the great artists, Velazquez takes
something out of life and sets it free, The men and women
in his finest pictures are released from what some one has
called * mankind’s little daily cage ”; and we are startled
at the representation. In this portrait group we have life
stated so intensely that the ordinary life around us seems
almost unreal.

The same intense and startling impression of life is given
as by the paintings of single figures executed by Velazquez
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“THE MAIDS OF HONOUR,” BY VELAZQUEZ
Prado, Madrid.*
= An absolutely unique thing in the history of art.™

roval lamily (see page 1o8) = unparalleled for its brlitant m:lu._llll:r and J[_s semse of Hght,
space, and air, |n no other painting in the world i the third dimension so perfectly

This intimate picture of the Spanish
expreased

during his last years, If we compare the shabby but

dignified philosopher * Zsop ™ (page zo7)—a fine example

of his late style—with “ Philip IV as a Sportsman "

(page 196), which is admittedly one of the best full-lengths
7*
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of his middle period, we shall begin to realise how far
Velazquez travelled during the intervening years, not merely
in the rendering of form but in the painting of light and air.

In 1659 Cardinal Mazarir sealed the reconciliation be-
tween France and Spain by arranging a marriage between
the young Louis XIV and Maria Teresa of Spain. The
meeting of the two courts on the frontier and the organising
of the imposing ceremonies required, burdened the Marshal
of the Palace with a multiplicity of work and anxiety. The
wedding took place on June 7, but it was the last function
Velazquez was able to perform. At sixty years of age the
strain was too much for him, and a few weeks after he had
returned to Madrid he collapsed and died on Angust 6, 1660.

In a sense it may be said that the most surprising ad-
ventures of Velazquez occurred after his death. By birth
a hidalgo (i.e. s member of the lesser nobility), Velazquez
was buried like a grandee. The entire court attended his
funeral, and knights of all orders took part in the cere-
monies. But after the generation that knew the man had
passed away, the glory of the painter was strangely and un-
accountably forgotten. For two hundred years, during
which picture-lovers flocked to Italy and Italian artists
became daily more famous, the name of Velazquez was seldom
mentioned. Then, about fifty years ago, the sympathy of
two or three great artists, notably Whistler in England and
Manet in France, broke the spell of silence, and supported
by a galaxy of writers, among whom was R. A. M. Stevenson
—from whose great book The Art of Felazquez we have
freely quoted —these enthusiasts made the light of
Velazquez to shine before all men, so that to-day he is and
evermore will be a star of the first magnitude in the
firmament of Art.

§3

Contemporary with Velazquez, but influenced in his
style of painting not so much by him as by Caravaggio, was
the monastic painter Francisco Zurbaran (1598-1662),
who, though born in the province of Estremadura, came to



Faoso ;. Hruchmann,

HTHE MELON-EATERS." BY MURILLO (pGiy-82)
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Taken from s, this picture is an ezample of the o
‘bath by its wanm humanity and by the realistic paloting of the still-fife sccessores.
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=THE IMMACULATE CONCEPTION," BY MURILLD,
The Louvre, Paris.

Innocence and swestness charscterise this idesl of the Virgin, whose upward gaze

seems to indicate, not longing, so much as nalve Astonishment. Compared with
E! Greco's borfal scens ipage 18g) this painting indicates & great change o the type
af religious presentation.
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Seville when he was only sixteen and is generally regarded
as a member of the School of Seville. He is chicfly famous
for his religious pictures, and particularly for his monastic
visions, among which *“ The Apotheosis of St. Thomas ™
in the Museum of Seville ranks as his masterpicce. His
monks in white sheets often appear to be carved owing to
the effect of high relief obtained by strong contrasts of
light and shade, and the fecling of austerity and grandeur
they display makes the paintings of Zurbaran illuminating
documents of monastic life in Spain during the seventeenth
EEII.'I.'II]T. ;

Among the immediate pupils of Velazquez were Juan
Battista del Mazo (1600-67), who (in 1634) became his son-
in-law and imitated his portraiture so cleverly that some
of his paintings were at one time confounded with those
by his master; and one who became still more famous,
Bartolome Esteban Murillo (1617-82). Also born at
Seville, Murillo passed through a whole gamut of influences
before he developed a distinct style of his own. When he
was twenty-four he came to Madrid for a couple of years,
and when he returned he did not forget the lessons of
Velazquez. From this period date those popular pictures
of beggar-boys and low-life subjects which were the first
to brng him fame. * The Melon-Eaters ” (see page z04)
is a fine example of this side of Murillo’s art. It charms
the layman by its warm and graceful sympathy with life ;
it delights the artist by the skill and taste shown in the

ainting of the accessories. The rind of the melon, the
Elunm of the grapes, the wicker of the woven baskets, all
are depicted not only with great beauty of colour bur with
rare ﬂgl:iity to the textures of the different objects.

Later in life Murillo altered his methods and employed
a softer and more suave style, in which outlines are lost in
the delicate fusion of graduated colours, The mysterious
vaporous effect thus obtained was a variant of Correggio's
famous “ smoky " style (see Chapter IV), but has been
distinguished from his by being technmically described as
vaporoso. Among the multitude of Murillo’s religious
paintings in this style the most famous is * The [mmaculate
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* FSOP,” BY VELAZQUEZ.
Pradp, Mastrid.

This lncomparsbly real portrayal of a ragged philosopber is a

superb example of the last manner of Velazqoes, when & solt

atmospheric impresssoni=m has replaced the harder realsom of his
earlier paimtinga

107



208 THE OUTLINE OF ART

Conception ” (see page 205), now in the Louvre, which the
French Government acquired in 1852 for the sum of
f23.440. The change in the type of religious presentation
15 marked if we compare this painting with the frenzy of
El Greco or the dramatic action displayed in a Titian or a
Tintoretto. The storm and strife of the Reformation and
counter-Reformartion is passing away, and the enervation
of the once combative Spain finds expression in a soft
serenity that dreams of an ideal world. Not tragedy nor
power, but innocence and sweetness characterise this vision
of Mary, whose eyes, as a modern critic has pointed out,
are not filled with inspiration and longing, but * astonished
as those of a child gazing upon the splendour of the candles
of a Christmas-tree.”

Murillo was very famous in his lifetime, and the sweet
sentimentality of his paintings appealed so strongly to the
cighteenth and nineteenth century that for nearly two
hundred ycars after his death he was considered the fore-
most of Spanish painters. To-day at least three Spanish
painters, Velazquez, Goya, and El Greco, are rated more
highly. Senhor A. de Beruete Moret, the learned
director of the Prado Museom at Madrid, has stated that

The art of Murillo is of less interest than formerly, owing to pre-
ient-day prcfccrltm:ﬂ, which seek lpi.ritu;iit_y in art, a force, and even a
restlessness which we do not find in the work of this artist. . . . His
oo tions are beautiful, but superficisl. There is in them no more
skilful groundwork, dramatic impulse, nor exaltation than appears at
first sight. T'o comprehend and enjoy them it is not necessary to think ;
their contemplation leaves the beholder tranquil, they do not possen

the power to distrace, they have no warmth, nor that distinction which
makes a work unigue.

Historically the art of Murillo must be regarded as a
sign of the decadence of Spain, and it was not till a century
later that the country gave birth to another great artist;
then the agony of the Wars of Succession found expression
through the grim, satirical powers of Goya, whose work will
be considered when we come to the art of the Napoleonic
period.

The political power and prosperity of Spain rose to its
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VENUS AND CUPID,” BY VELAZQUEZ
This supert example of the last manner of Velasques, unique among all his great works
Jor its refned and setural rendering of o ciassics] subject, was for many years in an English
private collection.  In 1906 [t was exhibited a1 Messrs, Agnew's gallery and was oo the
eve of betng sold to America, when {he Natonn] Art Collections Fund by indefatigabls
exertinns raised the sem of L45,000 and in the New Year of rgoy secured the ploturs tor
ihe National Gall=ry London.

zenith between the reigns of Philip II and Philip IV, and
flowered in the paintings of El Greco and Velazquez. But
as the power of Spain weakened and her prosperity dwindled,
s0 also did the glory of her art begin to wane. It is not
without significance that all the great painters of Spain,
Murillo included, were born before 1648, the year in which
the humbled Spanish empire was compelled to recognise
the independence of the Netherlands by the Peace of
Munster. Immediately after Velazquez we must look for
the great masters of the seventeenth century, not in decay-
ing Spain, but in Holland, victorious and independent, the
country of Hals and Rembrandt.



IX

HOW ART ROSE WITH THE DUTCH
REPURBLIC

THE WORK OF FRANS HALS AND REMBRANDT

§1

HORTLY before the Spanish army began its seven
months’ sicge of Haarlem in the winter of 1572-3, 2
burgher of that city named Pieter Hals made his escape
with his wife and family, and found shelter in Antwerp.
Well for the world that he did so, for had he taken part
in the heroic defence of his native city he might have been
killed in the general butchery that followed when the
Spaniards at last took the town: and then one of the
world’s greatest painters would never have been born.

Of the life of his son comparatively little is known, but it
is tolerably certain that Frans Hals was born at Antwerp in
1580, that is to say, about five years after El Greco’s arrival
in Spain. Exactly when the Hals family returned to
Haarlem is not known, but since the younger son, Dirk
Hals (1591-1656), is reputed to have been born in Haarlem,
it may be conjectured that the Hals family returned some
time between 1590 and 1600. By the latter date Frans
Hals was certainly working in Haarlem, and there he
remained all his life,

The paolice records of Haarlem show that on February 20,
1616, Frans Hals was summoned for maltreating his wife
(Anneke Hermans), was severel reprimanded, and dis-
missed on the undertaking that L: would eschew drunken
company and reform. On this one fact, which is in-
disputable, gossip has built up 2 legend that Hals was a man
of imperfect morals and a continuous and habitnal drunkard.
But, as Mr. Gerald S. Davies has pointed out, drunkenness
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“THE LAUGHING CAVALIER,” BY FRANS HALS,
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is not only a moral but a physical matter, and it is physically
impossible that a confirmed inebriate should have had a
hand steady enough to paint the pictures Hals painted
when he was sixty and older.

We must admit an ugly passage in the painter’s life—
though, as a Scottish critic once observed, we do not know
what provocation Hals' wife gave him '—and we must
conclude that his first marriage was miserable. The poor
woman died soon after the police-court case—though not,
it would seem, as the result of her husband’s misconduct
—and a year later Hals married again. His second wife
became the mother of many children, surviving her husband
after fifty years of married life, and since she never had
occasion to take him to the police court, we may reasonably
conclude that Hals was met an habitual wife-beater.

He appears to have been a jovial and very human being,
fond of a glass in good company, and now and then, perhaps,
taking one too many ; a real Bohemian, as his paintings of
gipsies and strolling Elnyen attest; but he was not a social
outcast, or he would not have been constantly employed
by respectable citizens and important corporations, mor
would Ilm:ut at the age of sixty-four have been appointed a
director of the Guild of St. Lucas, which protected the
interests of the artists and craftsmen of Haarlem,

Yet towards the end of his life, when his honourable
position cannot be assailed, he was in sad financial difficulties.
At one time he supplemented his income by teaching, and
Adriaen Brouwer (1605-38) and A. ]. van Ostade (1610-85)
were among his pupils ; but this connection did not last, and
in 1652 he was distrained upon for debt by his baker, Jan
Ykess. Ten years later his CF':'I'.N:S: was such that he had to
apply to the Municipal Council for aid, and was given the
sum of 150 florins; two years later he had to apply again,
and this time (1664) the Council voted the old man a yearly
pension of 200 gulden. That year Hals, now eighty-four
years of age, painted his last two pictures, portraits of the
:ﬂanaggn of Lhe Almshouses at Haarlem,” and in 1666 he

ied, and was buried on September 7 in the i
Church of St, Bavon. g d he G e
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Properly to appreciate the art of Frans Hals, there is
one thing we must never forget, namely, that all the work of
his maturity was done during the excitement of war, It
was a war which must have thrilled every Dutchman
through and through, for it was waged to defend hearth and
home and to deliver the fatherland from a foreign yoke;
it was a war in which one of the smallest nations in Europe
had the hardihood to challenge the mightiest empire of the
time. It began in 1568, abont twelve years before Hals was
born, and as he grew u‘g the apparent hopelessness of the
conflict disappeared, and the gaiety and elation of victory
in sight began to sparkle in his paintings. When Hals first
painted the officers of the 5t. Joris” Shooting Guild in 1616
the issne was still doubtful ; when he painted the last of his
great series of military groups in 1639, again of the “ Officers
of 8t. Joris® Shooting Guild,” the ultimate triumph of
Holland was a foregone conclusion. In the earliest group
many of the faces appear anxions and worried, but see how
happy they all are even in the * Reunion of the Officers of
the Guild of Archers of St. Adriaen ™ (pages 216-217), a
picture painted in 1633. These stout fellows bear their
fortune with varying demeanours; some are smiling and
jovial, some are grave and stern, one or two are evidently
elated, one or two are thoughtful, but all are confident.
In no countenance can a trace of doubt be felt, and their
freedom from anxiety finds its parallel in the flowing brush
of the painter, equally confident and unerring,

If in the intoxication of victory, coming and assured,
some of the soldier-patriots of Holland became baoisterous
in their exnberance, who will blame them ¢ And who will
blame Hals if in this great and exhilarating period his art
also becomes boisterons and exuberant ?

It was nearly a quarter of a century before the final
victory and the Spanish acknowledgment of Holland’s
independence, when Frans Hals about 1624 painted that
portrait of an officer known all over the world as “ The
Laughing Cavalier ” (see page 211). The treatment
and the subject are in complete unity, for the swagger of the
brushwork 1s in_harmony with the swaggering pose of the
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officer. Mr. Davies, the Master of Charterhouse, has
commented on the extraordinary mobility of feature in
the expression of this portrait—how at one moment the
face of the cavalier seems provocatively disdainful, at
another full of amused good-humour. ther brilliant
example of the unrivalled power of Hals to catch a fleeting
expression will be found in his later painting, * Nurze and
Child ” (see page 213), 2 work which with its wonderfully
elaborate and intricate detail no alcoholic hand could

ssibly have painted. Look well at this babe with its odd
ittle old face, and you will see it “ just beginning to ripple
all over with the laughter that will come in a minute.”
Mr. Davies thinks Hals must have learnt the knack of this
from watching his own children in his own home, and surely
we may say with conviction that the man who could paint
babies with so penetrating an eye was a good father.

Splendid as these two paintings are, good as the portraits
by l;Iﬂ.hi in the National Gallery, London, yet to know
Hals to the uttermost it is necessary to visit his home-town
of Haarlem and to see there the series of great portrait-
groups he painted of the Guilds, the * Archers of St
George ” (Joris) and the “Archers of Saint Adriaen.”
These shooting guilds may be roughly described as equi-
valent to our own Honourable Artillery Company when it
was first instituted.

It is in these paintings of the citizen-soldiers of his own
city that Hals displays his highest gifts both as a decorator
and as a painter of actuality. The figures are so real that
we who look at them seem to be one of the company ; but
though the arrangement appears so natural our eyes are
always gladdened by a beauty of pattern, a flow of line,
and a balancing of masses which testify to the painter’s
science of design. There is nothing with which we can
compare them save “The Surrender of Breda,” and in
making this comparison we must not forget that if Velazquez
was his contemporary he was also by nearly twenty years
the junior of Hals. It is easy to count up the qualities
lacking in the art of Frans Hals, who had neither the grave
dignity and mastery of light that Velazquez possessed nor
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*REUNION OF THE OFFICERS OF THE GUILD OF ARCHERS OF
ST. ADRIAEN™ BY FRANS HALS,
Haarlem.
'-|'=E|r simiar to our own Hocourable Artillery Company when it was first instituted, these
Guailds

ol Duich citizen-soldiers played a gallagt part ig the elghty years' struggle with
Spain which ended I the Independance of the Dulch Repuhlic.
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the scenic splendour of Rubens, nor the thought of his
contemporary Rembrandt; but a painter, like a man, must
be judged by what he is—not by what he is not—and Hals
keeps his place among the great masters by his own peculiar
gifts as an exuberant, and indeed an inspired, portrayer of
the bravery of Holland in her greatest hour.

§z

There is this initial difference between Hals and Rem-
brandt, that whereas Hals passed the greater part of his
working life during a time of war, Rembrandt attained his
maturity and executed most of his greatest works after the
conclusion of peace. Hals lived in and depicted a life of
action, when men must be up and doing and there was no
time to think ; Rembrandt’s middle years and old age were
spent in an age of comparative peace and quiet, when
Holland had the leisure to think and to meditate not only
on the greatness of her political achievements but on the
problems of life. Hals expressed the gallantry of Holland
in action ; Rembrandt, the profundity of her thought,

One ought not to lay too much stress on a mere coincid-
ence, yet when we remember the philosophical tem
of his art it seems peculiarly appropriate that Rembrandt
should have been born in the university town of Leyden,
the headquarters of Dutch philosophy and learning. He
came into the world on July 15, 1607, being the fifth and
youngest son of Hermon Gerritzoon van Rijn, a prosperous
miller who possessed a mill, several fields, and other property.
The parents were ambitious for their youngest son :nE sent
him to school “ to learn the Latin tongue to prepare himself
for the Academy of Leyden, 5o that in the fulness of time
he might serve the city and the Republic with his
knowledge.”

The boy, however, did not take kindly to book-learning,
but was for ever drawing and designing, At school Rem-
brandt is said to have been one of the idle pupils who
“during their writing lessons, when they ought to be
writing, scrawl figures of vessels and animals all over the
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“THE ARTIST AND HIS FIRST WIFE," BY REMBRANDT (16o7-69)-
Drwesden,

In this esrly picture Rembromdt shows himself {sast-making with his bride. It is almost
the only riotously joyful self-porirait puinted by an artist whoss life was full of sormaw,
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margins of their books.” He was at the University in 1620,
but it soon became clear to his father that it was unprofitable
for Rembrandt to continue his studies there. His aptitude
for art was unmistakable, and accordingly he was apprenticed
first 1o Jacob van Swanenburch, and afterwards to Pieter
Lastman, of Amsterdam, a fashionable portrait-painter of
the day.

Six months were enough to satiate this earnest young
student with the smooth and flattering trivialities of a
fashionable merchant of likenesses, and in 1624 he returned
to Leyden to study and practise painting by himself. One
of the earliest of his known and dated pictures is “ St. Paul
in Prison,” painted in 1627, and now at Stuttgart. This
picture shows the precise rendering of detail characteristic
of his early style, but also anticipates the light effect of his
later work by the way in which the light is concentrated on
the head of the apostle. That the painter had already
attracted some attention is clear from the fact that in the
following year Gerard Dou, 2 promising boy of fifteen, was
placed with him as 2 pupil.

About 1631 Rembrandt removed from Leyden to Am-
sterdam, an important step taken no doubt owing to the
mcreasing number of portrait commissions he received
from the rich merchants of this flourishing city. He had also
made some reputation for himself as an etcher, and in 1632
Hendrik van Uylenburg, who had previously published some
of his etchings, commissioned Rembrandt to paint a portrait
of Saskia van Uylenburg, a young cousin of the print-
seller. The acquaintance thus begun soon ripened into
love, and the form and face of this d:inty little patrician,
an orphan who had lost both her parents, suddenly becomes
the prevailing theme both in the painted and etched work
of Rembrandt, The attraction was mutual, and though her
relatives disapproved of the attachment, considering the
painter not good enough for a well-dowered young lady of
quality, yet love won the day, and Rembrandt and Saskia
were married in 1634. The veiled hostility shown by his
bride's relations led the painter to relieve his feelings by
painting a series of pictures illustrating the life of Samson,
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in which Saskia is the Delilah, the artist Samson, and
the Philistines, of course, are his wife's relatives. These
paintings not only express the artist’s defiance of family

ride, but also his attitude towards the world at large, and
gis recurring amazement at his having won for himself so
sweet a maid. The joyous picture (see page 219) of himself
with Saskia on his knee, shows Rembrandt at the zenith of
his happiness. Still popular as a painter, his portraits were
sought after, he had a crowd of pupils, and a charming wife
who brought him a moderate fortune. The young couple
felt that the world was their own, and behaved like children
in their utter disregard of the value of money. Rembrandt
kept on buying new jewels and fine stuffs with which te
deck his beloved and paint her in 2 new guise : he bought
the works of other artists and beautiful objects of all kinds,
wishing to create a fairy world around a fairy wife. But
soon all this luxurious beauty was overshadowed by sorrow.
Two children died one after the other, and in 1642 Saskia
herself died after giving birth to the boy Titus.

Rembrande had had his fun, and now came the time to
pay. Already money was beginning to be scarce, and his
popularity as a portrait-painter was beginning to wane. In
the year Saskia died Rembrandt had completed his great
picture, the “Sortie™ or *“ Night Watch™ (see page 226),
which though to-day the most popular of all his works and
universally ranked among his greatest achievements, almost
destroyed the contemporary reputation of the painter and
began that decline of his fortunes which ended in his
'I:anh-uptcg. ;

The subject of this picture is explicitly stated in an
inscription on the back of an old copy of it in water-colour
which is in a private collection in Holland 3 “ The young
Laird of Purmerlandt (Frans Banning Cocg) in his capacity
as Captain gives to his Lieutenant, the Laird of Vlaerdingen,
the command to march out his burgher-company.” This
amply justifies the more correct title of * The Sortie,”
but the purpose and hour of this * going out ™ of 2 company
of civic militia are not easy to define. In the eighteenth
century it was assumed to be 2 nocturnal watch turning ont
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on its rounds by artificial light, hence the French name
for the picture * Ronde de Nuit, ’ which has been anglicised
as “ Night Watch.” But as Prof. Baldwin Brown
of Edinburgh University justly pointed out, the time is
* certainly the day and not the night. The shadow of the
captain’s outstretched hand and arm is thrown by the sun
upon the yellow dress of the second in command, and
it is easy to sec by the relative positions of object and
shadow that the sun is still pretty high in the heavens.”

Before we too hastily condemn those who condemned
this splendid picture, we must put ourselves in their position.
To see what Captain Banning Cocq and his friends expected
we should turn back and look at Hals’ portrait group of
the Guild of Archers, They expected to be painted like
that, and Rembrandt pamnted them like this! In point of
fact, Rembrandt did not paint rbem, he painted the scene.
Hals shows a collection of individual officers, each of whom
is clearly seen and recognisable. Rembrandt shows a patrol
many of whose members are lost in shadow and unable to
be identified. As 2 picture Rombrandt’s work has splendid
qualities of drama, lighting, and movement which we
cannot find in the Hals; but Captain Banning Cocq and
his friends did not want to see these qualities, they wanted
to see themselves. Rembrandr had painted a great
picture, but he had dealt a heavy blow to human vanity,
and his contemporaries could not forgive him.

It must be admitted that- Rembrandt was wilful and
wayward. He would go his own way, and he was only justi-
E:j by the greatness of his genins, = He was, as Dr, Muther
has said, “ the first artist who, in the modern sense, did
not execute commissions, but expressed his own thoughts.
The emotions which moved his inmost being were the only
things which he expressed on canvas, He does not seem to
think that anyone is listening to him, but only speaks with
himself; he is anxious, not to be understood by others,
but only to express his moods and feelings.”

An interesting example of the liberties Rembrandt took
with his nominal subject will be found in the Wallace
Collection. The picture now known as “ The Centurion
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"THE NIGHT WATCH,” OR “THE SORTIE" BY REMBRANDT
Amsterdam,

** Turnout the guand ["*  This dramati _rl'l'lllfl'l'l.' of a company of milita about to march
displésserd the oficers wha had commissioned the pamiing becanss Hembrandi had
painted a scens mysiarions in its light and shadeow, ‘he ofcers wanted a eollection of
recognisable likenesses. Now acknowiedged gz a Erest m

Rembran

: sterpiece, the picturs mined
di's praciice as a potea U-paknler,
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“THE ° LANSDOWNE " MILL,” BY HEMBREANDT.

In his appreciation of the veil of beanty which atmosphers casts over 2 scone, 83 well a3

in his capacity to find strangensss in the familisr and beauty in the commonplace,

Rembrandt anticipated the tomantic landscapes of the nineteenth centary. A few years

ago this picture was sobll for {1oo000 by Lond Landsowne lo an Ametican collector,
Mr. J. E. Widener.

ing three figures are ** two of his houschold servants, and
a devout soldier of them that waited on him continually *
(Acts x. 7). This widely-spread error shows how easy it is
to misread pictures if they are approached with preconceived
ideas, The misunderstanding, of course, has been brought
about by Rembrandt's fondness for oriental splendour,
which led him to put a Roman centurion in Asiatic costume!
It is not * correct ™ in the way that Alma-Tadema’s classical
scenes are; but real greatness in art does not depend on
accuracy of antiquarian details—however praiseworthy this
may be—but on largeness of conception, noble design, and
splendid colour,
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Overwhelmed by his domestic sorrows —he lost his
old mother two years before Saskia died—neglected by his
former patrons, Rembrandt turned to Nature for consolation.
He wandered about the countryside recording all he saw.
Practically all his landscapes were painted between 1640
and 1652, Many of his most beautiful landscape etchings
were also executed during this period. The most famons
of them all, * The Three Trees ” (see page 231), was done
in 1643. It shows a view of Amsterdam from a slight
cmincnce outside the town, and a storm-clond and its
shadow are used to intensify the brilliance of the light and
the dramatic aspect of this mood of Nature. This is
landscape in the grand style; but its homelier, more
intimate note appealed equally to the artist. A lovely
example of the picturesque corner portrayed for its own
intrinsic beauty s the etching executed in 1645 known
as “ Bix’s Bridge ™ (sce page 225). Tradition relates that
this plate was etched against time for a wager at the country
house of Rembrandt's most loyal friend, Jan Six, while the
servant was fetching the mustard, thar had been forgotten
for a meal, from a ne:ghbouring village. There is nothing
impossible in the story, for Rembrandt is known to have
been an impetoous and rapid worker on occasion : but if
this little masterpiece was done in haste, we must not forget
that it was also done with * the knowledge of a lifetime.”

Even while Saskia was alive Rembrandt was in want of
ready money, and when on his mother’s death in 1640 he
inherited a half-share of a mill, he hastened to have it
transferred to his brother Wilhelm and his nephew, Though
he lost money by the transaction, he probably gained his
end in keeping all the mill in the family instead of a share
going to hus creditors. Then in 1647 he became involved
in lawsuits with Saskia’s family, who objected to Rem-
brandt’s connection with his servanr Hendrickje Stoffels,
and wished to prevent Rembrandt from being trustee for
his and Saskia’s son Titus, These lawsuits, which lasted till
after 1653, and ended in Saskia’s relatives obtaining the
trusteeship but not the custody of Titus, greatly contri-
buted to Rembrandt’s difficulties.
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This noble rendering of the dignity of age teaches us that while physical beauty may be
enly ** skin-deep " and quickly fade, besuty of character endures while life fasts,
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His marriage with Hendrickje Stoffels, a woman of humble
birth, was another cause of offence to aristocratic patrons ;
all the same, it was a wise action. This devoted woman
mothered Titus with loving and unremitting care; she
made great efforts to stem the tide of ill-fortune, and when
the crash came and Rembrandt was made bankrupt in
1656, she loyally shared her husband’s troubles and used her
wits to rebuild their fortunes. As soon as Titus was old
enough she combined with him in keeping an old curiosity
shop, starting, one imagines, with some relics of the
treasures. Rembrandt had amassed for Saskia, Money, or
the want of it, however, was not a thing which could

rofoundly trouble a philosophic dreamer like Rembrandt.
Ff he had it, he spent it royally ; if he had it not, he went
without. Only a year after his bankruptcy he achieved
one of the world’s masterpieces of portraiture, * The
Artist’s Son Titus ™ (see page 221), in the Wallace Cal-
lection. If you look at the Pellicorne portraits, also in
the Wallace Collection, you will obtain a fair idea of Rem-
brandt’s ordinary professional style in 1652-4, when his
painting was still popular. But how thin and sta]luw these
carly portraits seem beside this haunting and passionate
portrait of the son he loved so dearly. Turning to the
“Titus ” after these early works, we see how far Rembrandt
has travelled. Three or four years later he painted the
wonderful “ Portrait of Frangoise van Wasserhoven » (see
preceding page), in the National Gallery, one of the most
reverent, sympathetic, and intimate studies of old age ever
painted.

Throughout his life Rembrandt was a keen student of
human nature, and no painter has ever penetrated further
than he did into the inner lives of the men and women he
painted. His wonderful insight into character made him
the greatest psychologist in portraiture the world has yet
seen, and since he searched faces above all for the marks of
life’s experience which they bore, old eople—who had had
the longest experience—were inevitab y subjects peculiarly
dear to him and subjects which he interpreted with con-
summate mastery. His own face he painted over and
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ART IN THE DUTCH REPUBLIC 238

over again, and if we study the sequence of his self-por-
traiture from early manhood to ripe old age, we see not only
the gradual development of his technical powers but also
the steady advance made by Rembrandt in expressing with
poignant intensity the thoughts and emotions of humanity.

Of Rembrandt’s technique Sir John Everert Millais
wrote : “ In his first period Rembrandt was very careful and
minute in detail, and there is evidence of stippling in his
flesh paintings; but in the fullness of his power all appear-
ance of such manipulation and nfinuteness vanished in the
breadth and facility of his brush, though the advantage of
his early manner remained. . . . 1 have closely examined
hi¢ pictures in the National Gallery, and have actually
seen beneath the grand veil of breadth, the early work that
his art conceals from untrained eyes—the whole science of
painting,” Among his contemporaries the minute detail
in the work of his earlier period was far more admired than
the * veil of breadth ™ which he cast over his later paintings,
and it was long before people who admired his early portraits
could be persuaded that gliﬁ later paintings were not only
equally good, but vastly superior both in workmanship and
expression.

Gradually among the discerning few the outstanding
excellence of Rembrandt’s portraiture was again acknow-
ledged, and in 1661 he received a commission for another
official portrait group. He was asked to paint a portrait
group of five officials of the Clothmakers’ Company, and
staging them on the dais on which they presided over a
meeting, Rembrandt produced the wonder-work known
as “ The Syndics.” Avoiding the dangers of ** The Sortie,”
Rembrandt places all five figures in a clear light and yet gives
them the unity of a scene taken from life.

Alas ! this fresh artistic triumph was dearly paid for by
more domestic misfortunes. Soon after this work was
completed, Hendrickje the loyal helpmate died. Titus,
now grown up, married his cousin, and after less than a
year of married life he also died. Now, indeed, Rembrandt
was alone in the world, and though a posthumous daughter
to Titus was born in 166g, the artist, now in his sixty-third
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Fhoto : W. A. Mangell & La,
“ THE BLINDNESS OF TOBIT,” ETCHING BY REMBRANDT.

Hever bas the pathos of a Hm‘mmut;-mhm more movingty
year, was too worn out to struggle much longer against
* the slings and arrows of outragecus fortune.” He lived
long enough to see his little grangfiaughmr Titia christened
after her father, and then, croshed by the accumulated
sorrows of a lifetime, passed to his long rest on October 4,
1669. To all appearance the illness and death of the
greatest man Holland ever produced passed unnoticed,

and only the bare fact of his burial in the Westerkerk,
Amsterdam, is attested by an official entry.
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DUTCH PAINTING IN THE SEVENTEENTH
CENTURY

THE ART OF CUYF, DOU, HOBEEMA, DE HOOCH, POTTER,
MAES, EUISDAEL, VAN DE VELDE, AND VERMEER OF DELFT

§1

E saw in the last chapter how, after a long stroggle,
the yoke of the Spaniards was broken, and the
independence of the Dutch Republic was established in
1648 by the Peace of Minster. This event is com-
memoarated by Terborch’s picture (in the National Gallery)
of the signing of the Treaty ; in this it will be noticed that
the Protestant Dutch delegates gm our left) raise their
hands to affirm, while the Roman Catholic plenipotentiaries
of Spain lay their hands on the Gospels to take the oath.
Careful and exact both in the portraiture of those present
and in the painting of every little detail, this moderate-
sized picture expresses the sober spirit in which Holland
celebrated her victory.

While of considerable historic interest, this picture is
not a supreme masterpiece of art; it is not so effective as
the same painter’s “ Portrait of a Gentleman,” a small
full-length figure which also hangs in the National Gallery.
Historical subjects did not call forth the highest powers of
the painters of the Netherlands., The art of Holland was
neither an ecclesiastical nor a state art: it was a domestic
art which produced pictures, not for churches or public
buildings, but for the private homes of citizens. So
wonderful was the artistic activity inspired by the wave
of patriotism which swept through Hun;ﬁnd, that the name
of these so-called * Little Masters ™ is truly legion, and no

attempt can be made in this OurLine to mention cach by
233



286 THE OUTLINE OF ART

name. Only a few representative artists can be selected
for individual notice.

Chronologically, the first place among the Little Masters
is claimed by Adrian Brouwer (1605-38), whose * Boor
Asleep ™ is one of the most precious Dutch pictures in the
Wallace Collection. It is sl a matter of dispute whether
Brouwer was born in Holland or Flanders, but he certainly
spent his youth in Haatlem, where he studied under Frans
Hals. Afterwards he worked both in Amsterdam and
Antwerp. How highly Brouwer was esteemed by other
painters of his time 15 shown by the fact that Rubens
possessed seventeen of his pictures, while even Rembrandr,
in spite of his financial difficulties, managed to collect and
retain eight Brouwers. A humorous vividness of vision,
concise and vigorous drawing, and an enamel-like beauty
of colour are the distinctive qualities of his art.

Apart from the landscape-painters—whom we must
consider subsequently—most of the Dutch painters of the
home descended (artistically) either from Hals or from
Rembrandt. Gerard Dou (1613-75), one of Rembrandt’s
many pupils, was the most successful painter financially of
his dy:'xy. He made his fortune by never progressing beyond
the first manner of his master and by painting with a careful
literalness which demanded no exercise of the beholder’s
imagination. * The Poulterer’s Shop * (see page 2453) is
a typical example of Dou's minutely finished style. 1t has
always been popular because it is much easier to recognise
industry than to understand inspiration, and in rendering
this everyday incident in a shopping expedition Dou has
spared no pains to render each detail with laborious fidelity.

How even in the rendering of detail there is all the
difference in the world between the Letter of Exactitude
and the Spirit of Truth may be seen when we compare the
Ein:tu.res of Dou with those of similar scenes by Terborch,

¢ Hoogh, or Vermeer, Each one of these three exquisite
painters has an eye for detail as keen as that possessed by
Dou, but they all have far more ability than Dou possessed
to subordinate details to the unity of the whole. The
eldest of these three masters, Gerard Terborch or Terburg



Phoia = W. A, Moniell & Ca,

“HEAD OF A YOUNG GIRL,” BY JAN VERMEER OF DELFT.
The Hague.

“ The Perfect Painter™ is (he name Mr, K. V. Laocas has mecently given o this artist,

who, loag numbersd among the * Littie Masters ' of seventeenth-century Holland, is

fow recogmised to have been probably the greatesi coloarist who ever lived. This head
B kis masterpiece (o portraitore.

B
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(1617-81), has already been mentioned. As a young man
he studied at Haarlem, where he was probably influenced
by Hals and Brouwer, but Terborch did not found his style
only on what he found within the borders of Holland.
He was more a man-of-the-world than most of his artist
contemporaries. He visited England, Germany, France,
Italy, and Spain, and in the last country he certainly studied
the paintings of Velazquez, who was only eighteen years
his senior. Like Velazquez, but unlike most of his fellows
in Holland, Terborch was aristocratic in the temper of his
art, so that his pictures as a rule show us a higher strata of
Dutch society than that depicted by the majority of Dutch
artists,

Here it may be well to pause in order to emphasise the
fact that these Dutch painters were preoccupied with
rendering the manmers of their time. This characteristic,
which gives their work a lasting historical value, has caused
their little pictures of courtyards, interiors, tavern scenes,
conversations, toilet-scenes, and the like to be known as
*“ genre ” painting, from the French word genre (i.c. manner
or style). A few, like Terbarch, show us the manner of dress
and living of the upper classes ; others show us the middle
classes, and still more concern themselves with the manners
of the peasants and lower classes. Among these last the
best known is Jan Steen (1626-79), who is often amusingly
satirical in his outlook ; other painters of a similar style were
Adrian van Ostade (1610-85) and the Fleming David
Teniers (1610-ga).

ese painters may amuse us for the moment, but they
do not hold us spellbound as some of the others do. The
greatest rival of Terborch was Peter de Hooch or de Hoogh
(1629-77), who was only twelve years his junior. De
Hooch’s figures may not be so aristocratic as those of
Terborch, bur they are seen as finely and have their being
in the same clear light which both these masters observed
and rendered so lovingly., This passion for the rendering
of light began to show itself in the paintings of Brouwer ;
it becomes still more marked in the work of Terborch, and
it approaches perfection in the pictures of De Hooch, His



Floda : Briekmann

“THE PEARL NECKLACE," BY VEHMEER.

Beriim.
In this picture -..i a lady looking in 2 mirror fo s=& how ler i
tascinaied g of I|¢L-.' which safily illun

a

peeme. W TmeeT, Wha s been described by Mr. B. V. Lucss as T]'-" Ferfect Painter *

was meglected fof two limdred years alter his death, bul to-day he i one of the mnst

popular of the (d Masters and universally recogniss] to be cne of ll'l'! greatest colourisis
Im art,
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chief interest, as the late Sir Walter Armstrong remarked,
* is always absorbed by the one problem, that of capturing
and bottling the sunlight” How supremely well he
succeeded in his object is shown by our illustration of “ A
Girl Reading ™ (see page 247), a masterpiece of interior

“THE MILL," BY JACOB VAN RIUTISDAEL saf-Ba).
Amsterdam.,

** His grave and solemn mind gives to the stmplest and t Cotmm ndses|
4 look of sad bnportance, which is almost like o mf;llﬂminﬂﬁfnli“ ntE:
man's work which bappens to hang alongside.”

illumination, in which every object is not only perfectly
rendered but keeps its proper distance within the room
owing to the pamter’s delicately exact notation of the
relative degrees of lighting.

_In his youth, as Armstrong has pointed out, De Hooch
liked the broadest daylight, but with advancing years he
preferred “ merely to suggest the outside sun, as it creeps



Paie » W, A, Mansali & Lo

“INTERIOR OF A DUTCH HOUSE,"” BY DE HOOCH.
Natipgal Gallery, London.
The artist’s joy in painting sinlight is delightfully expressed in his brilliantly lit interior.
The figure stancking before the fireplace is an afterthought added to improve the deslgn of

the grouping alter the picture had been fnisbed, and that is why the black and white
tiling of the floor can be seen throogh the woman's skirl.  (Ses page ag1.)
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down tiled passages, through red curtains and half-open
shutters.” An interesting example of De Hooch's earlier

eriod when he chose the bma:{’ﬂt daylight for his scene
is the “ Interior of a Dutch Hounse ™ (see preceding page).
Nothing could be more brilliant or more faithful to Nature
than the bright sunlight which stream: down on the group
near the window. It is instructive to observe here that the
standing figure by the fireplace was an afterthought, put in
by the artist to improve his design. This woman forms

¢ apex of a triangle of which the wall with the windows
forms the base. We know that she was an afterthought
because the artist had already painted the black-and-white
tiled floor right up to the fireplace before he began the
figure, and that is why we can still see the tiling through
the woman’s skirt. This correction would not have been
visible to De Hooch’s contemporaries, but it is a peculiar
property of oil paint that an under-painting, invisible when
the paint is fresE., will in time work its way up to the surface,
Since De Hooch was 2 consummate craftsman whose
handling of pigment approached perfection, the fact that
even he has been unable to disgnise a correction is a unseful
lesson to a living painter that he must get his picture right
from the start, or otherwise, however clever he may be, his
errors will be found out after his death. In De Hooch’s
interior, this emergence of what it was endeavoured to hide

it too trivial and unimportant to affect seriously the beauty
and merit of the painting.

52

Jan van der Meer, commonly known as Vermeer of Delft
{1632-75), is one of the Old Masters whom modern research
has rescued from unmerited neglect. Houbraken, a his-
torian who wrote only forty years after his death, does not
even mention him, and for two centuries his name was
almost forgorten and his paintings were sold as works by
De Hooch, Terborch, Metsu, or even Rembrandt. Then
in the middle of the nineteenth century a French exile
named Thoré spent three years (1858-60) studying records
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and archives in Holland and patiently searching out
Vermeer's paintings. Since Thoré published his account
of his studies, the fame of Vermeer has rapidly spread and
increased. To-day he is one of the most costly and one of
the most popular of the old masters.

Hiagde & B Sangne,

“WVWIEW OF DELFT," BY VERMEER |(1632-75}).
The Hague.

The lovaliest view of a town in art, this picture is exquizite in ils quakity of light and sense
of airiivess.. Nothing could be more patural. more true rE. the _Ihl“g“m_

Of his private life very little is known. Vermeer was
three years younger thin De Hooch, and fifteen years
younger than Terborch. We know that as soon as he came
of age in 1653 he married Catherine Bolenes and by her had
cight children. He was evidently esteemed in his native
city, for in 1662 and again in 1670 he was elected one of the
principal officers of the Guild of St. Luke of Delft, But



Phoio : W. d. Mansell & Co,

“THE POULTERER'S SHOP,” BY GERARD DOU (réz3=73)
National Gallery, London.

A typical example of the precise, minutaly finished style of this artist, & popil of Rem

brandt, who mude his fortune by bnitating the frst manwer of his master.  Though Doa

lacked fmagination and dramatic grandeur, his fajthfol render of everyday incidenits
makes him a valuable chronicler of the manners of his tme.
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fame is one thing and fortune is another. When Vermeer
died in 1675 he had nothing to leave his wife and family
but twenty-six unsold pictures. If these were put into
the market to-day they might fetch anything over a quarter
of a million pounds—not a penny less—but there were no
American millionaires in the seventeenth century ; =o poor
Vermeer was judged to have died insolvent and his widow’s
affairs had to be put in the hands of a liquidator, whe
happened to be the naturalist Leenwenhoek.

g‘u explain in words the incomparable charm of Vermeer’s
painting is as simple and as difficult as to explain the hc.'mt‘}'
of light. The illumination in his pictures is as perfect as it
is in the best works of De Hooch: and if the picrures of
Vermeer are still more beautiful than those of De Hooch
it is because Vermeer was a still finer and more subtle
colonrist. He was, indeed, one of the greatest colourists the
world has ever known. He excelled in all subjects. His
“Head of a Young Girl” (see page 237) is onc of the
loveliest portraits in the world. This young girl is not
strikingly beautiful in herself. She has a sweet face, and
Vermeer has brought out the sweetness of her disposition
and the charm of her youth; but he has done more than
this: by the loveliness of his colour—particularly by the
contrast of the blue and lemon-yellow of which he was so
fond—Vermeer has made her a joy for ever. Colour of this
lyrical beauty sings its own sweet song.

Vermeer's “ View of Delft ” (see page 244), also at The
Hague, is the loveliest street scene or town view in art.
It has the cr}'stnlﬁurit}r of colour and limpid atmosphere of
Delft itself, which a living writer has described as “ the
cleanest city in Europe, locking as if all the houses were
thoroughly scrubbed down and polished each day before
sunrise.”” Nothing conld be more natural, more true two
the thing seen, than this painting, yet nothing could be
more perfect in every guality that goes to the making of 2
work of art.

These two pictures are exceptional even among the
paintings of Vermeer, and when we come to consider his
more numergus paintings of small figures in interiors, the
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“ A GIRL READING,” BY DE HOOCH (1829-77).
Munich,
Whatever his subject, de Hooch was absarbsd by one problem, that of *
bottling the sunlight" Compare this masterpl=ce of inf

page 245, and it will be seen bow Dou’s deotails 3
every object in de Hooch's mterior is soft m.T

capturing and
mmination with Dou's plotare on
pear hand apd unsympathetic, while
atmospherie owing to the grestsr
subtisty of his lighting.
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richness he offers us makes selection embarrassing. It
wonld be ous to say ** The Pearl Necklace  (see page 230)
is better than *“ The Milkmaid ™ or other pictures one could
mention ; but it is certainly one of the best and shows how
Vermeer could compete with De Hooch in “ bottling sun-
light ¥ and beat that master even at his own favourite
E‘I.I]].E‘..

Vermeer’s art undoubtedly affected his contemporaries,
thoze of his own age as well as those who were his juniors.
Gabricl Metsu (1630-67) sometimes comes near to Vermeer,
and the colour of “ The Letter Writer Surprised ” in the
Wallace Collection has a tenderness which s apt to make
even a Terborch lock a little hard. Metsu knows how to
set his stage decoratively ; his pictures are always sprightly ;
but his observation is less subtle, and his research into light
and shade is not carried to the point of perfection reached
by De Hooch and Vermeer.

Nicolas Maes (1632-93), another pupil of Rembrandt,
though less gifted than Metsu, used 1o be thought of
chiefly as a portrait-painter, but is now much esteemed for
the anecdotal pictures he painted in his youth. “ The
Idle Servant " (see page 255) is an amusing example of his
work in this style, and shows both his own powers of ob-
servation and what he learnt from Rembrandt in the way
of using lighting to enhance 3 dramatic effect. But if we
look crtically at the picture, say at the cat stealing the

lucked bird, or at the whole area of the tiled flnor, we shall
ve to admit that in drawing Maes was inferior to Dou,
and in illumination far inferior to De Hooch or Vermeer.
All these subject pictures were painted between 1655 and
1663, after which date circumstances drove Maes into © pot-

boiling * portraiture.
§3

We have seen now with what variety and perfection the
Dutch artists painted their national h':ar:haiﬁz: and n-:kxlt
we must consider how they painted their homeland. Mid-

way between the genre painters and the landscape-painters
stands Aart van der Neer (1603-77), who forms a bridge,
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as it were, between the two groups. Born three years
before Rembrandt, he, like Jan van Goyen (1596-1656), is
one of the early pioneers of landscape painting, yet by the
little figures in his landscapes he tells us a great deal of the
life of Holland. Thus his * Skating Scene ™ (see page 253)
in the Wallace Collection has been ranked by the famous
Dr. Bode as “ among the most perfect landscape delinea-
tions of winter,” but it is also a charming picture of
manners, piving us a plimpse of the life on the ice in
seventeenth-century Holland.

Towards the end of his life Aart van der Neer deteriorated
as other * Little Masters " did also; in addition to painting,
he kept a tavern, and possibly business losses in the wine-
trade drove him to do inferior but more immediately sale-
able work during his last years. Nearly all his best work
was done before 1665, when he was not dependent on
painting for a livelihood, bot a happy amateur who could
paint what he liked. He was one of the first artists to
attempt painting night scenes, but though the novelty
of his moonlit views attracted attention his winter landscapes
in daylight are usually considered to be his best work.

Agriculture has always been an important industry in
Holland, and the loeal artists who catered so well for the
needs of the citizen did not forget to make an appeal also
to the farmers. Of many who made a speciality of paint-
ing cattle, Paul Potter (1625-54) is the most celebrated,
thongh he died in his twenty-ninth year. His big picture
* The Buoll™ (see opposite page) is a favourite show-piece at
The Hague, where gnides—most conservative critics—wax
enthusiastic about its accuracy. Courageous people, how-
ever, have been known to confess that they find its precise
statement of fact a little dull, though few dare to be so
severe as Dr. Muther, who once described Potrer’s cattle
as “ essentially Dutch, for they know neither passions, nor
struggles, nor movement, but chew the cud phlegmatically
or lie down in comfortable repose.”

Cattle also figure largely in the paintings of Albert Cuyp
(1620-91), who is splendidly represented in English col-
lections. Cuyp was no mere animal-painter: his principal
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interest lay neither in the beast nor in the earth, but above
in the mighty vanlt of the heavens. He does not so much
set out to paint cattle as to use cattle, and we may see in
his “ River Scene ™ (page 243) how effectively cows can be
used as dark spots which bring out by contrast the luminosity
of the sky, and as prominent objects in the foreground which
emphasise the great stretch of flat landscape which reaches

Fhaus » Mruchsasin,

“THE BULL"™ BY PAUL POTIEE (16a5-54
The Hague.

Ope of the earliest and most celebrated cattle-pictures in the world, Potter's ** Bull * &
u show-picce which delighls farmers to-cay s it did in the seventesnth century

out to the horizon. The glowing light and golden colour
of Cuyp have placed him among the great sky-painters of
the world, and his work has for centuries been an example
and an incentive to British landscape painting.

Apart from all other Dutch painters of landscape —
sceming, indeed, to belong to another race—stands the
austere and majestic figure of Jacob van Ruisdael (1628-82).
Though he took all Nature for his province, and in his youth
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ainted her more peaceful aspects, we instincrively associate
Els sublime spirit with holy spots “ both savage and en-
chanted.” It is difficult to think of him as eight years
younger than Cuyp, for so serious and austere is his vision
that we can hard ¥ believe Ruisdael was ever young. Even

Fhado ; I, 4. Mamsell & Lo,
THE SHORE AT SCHEVENINGEN" BY RUSDAEL
National Gnllsry, London.
Schaveningen to-day s 2 fashionable watetng-place, but this beautiful picture shows

it ms it was =0 years ago, when the majesty of Moture was undisturbed by the villa-
dom of Man,

when he paints a simple seaside scene like “ The Shore ar
Scheveningen ” (see above) he pgives dramatic intensity
to the scene by the rolling clouds 1n the sky which seem to
repeat the restlessness of the agitated waves. Again, in his
famous painting of “ The Mill * (sce page 240), for all the
stillness of the scene, we feel that this is the calm before the
storm—as, indeed, the sky betokens. Grandly designed as
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this painting is, it i3 one of the quietest works of the artist,
who, though infinitely varied in his choice of subject,
delighted especially in painting waterfalls, cascades, and

Poamy » W A Sfassci & Loy
A SEATING SCENE." BY VAN DER NEER (150%-77)
Wallace Collecting, Losdon.
Ona of the * most perfect landscape delinsations of winter,” this picture also Hiisstrates

the life of Holland in thoes of frost when the canals and rivers become highways for the
traffic of the couniry.

rocky cliffs. Ruisdael, says a gifted American painter,
Mr. John La Farge,

is as different from Cuyp a5 shadow i from sunshine; and his grave
and solemn mind gives to the simplest and most commonplace of land-
scipes a look of sad importance, which is almost like a reproach of light-
mindedness to any other man's work which happens to hang alongside.

Meindert Hobbema (1638-1709) was Ruisdael's pupil
and friend, but as different in temperament from nis master
as a man could well be. Ruisdael approaches Nature with
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the devoutness of a worshipper approaching a shrine;
Hobbema, with the unconscious ease of 2 man entering his
own home. He painted the same subjects over and over
again, but he painted them so naturally, so freshly and
convincingly, that they take us straight back to Nature, not
to the pictures of another artist. In the humbleness and
sincerity of his naturalism he expresses everybody’s feeling
of delight and thankfulness in sunny weather and fresh
country air. “The Avenue” (see page 249) is robably
the best beloved landscape in the National Gallery, London,
and this and other works by Hobbema have had a profound
and far-reaching effect on British landscape. Out of his
smiling and friendly art grew our Norwich school of land-
scape. (Gainsborough acknowledged his worth by word
and deed, and the last sentence ever uttered by John
Crome was, “Oh, Hobbema, my dear Hobbema, how 1
have loved you!™ It is sad to think that this simple,
honest, and most easily understood painter, 2 man of genius
who has given hn%f_:nﬂs to millions for six generations,
fared so poorly in his profession of painting that when he
was thirty he sought another means of livelihood. He
sought and obtained a small position in the wine-customs,
and thus made himself independent of picture-buyers and
dealers. He saw his master, the great painter Ruisdael,
battling with poverty and becoming no more prosperous as
the years rolled on, so Hobbema wisely determined to look
elsewhere for his bread-and-butter and make landscape
painting his hobby and pastime. It is significant to note
that his supreme masterpiece, “ The Avenue,” was painted
some years after he had become a civil servant, and when,
without having to think of what the buyer might or might
not like, he could indulge to the full his feeling for the
pattern in landscape and his sense of beauty in the elements
of Nature.

It must be admitted that if Holland had a galaxy of
artistic talent during the seventeenth century she did lirtle
to encourage genius. As so often happens in modern times,
the mediocre painters made the best income, while the
men of genius starved. This state of affairs is not satis-



Phate : W. A. Mansell & Co.

“THE TDLE SERVANT,” BY NICOLAS MAES (r632-g3)
National Gallery, London.
An amusing example of this artist's powers of humorous obéervation.  Maes wis & pupil
of Hembrandt and enjoyed a consiferable wogue as @ portrait-paioter, though his
drawing was nol -“|||.I|E to Dou's, and his illumination s far less perfect than that of
de Hooch or Yernser.
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factory, but it is not inexplicable. The men who prospered
and m;-:lf: money were, :—fn rule, painters like Gerard Don,
who painted every feather on a bird, every scale of a fish,
the shine of a copper pan, and the lustre of an earthenware
pot. These were things within the range of everybody’s
observation and interest, and demanded no imagination,
no culture. Therefore the painters of pots and pans, of
insects, fruit and flowers, all prospered, while great artists
like Rembrandt, Hals, Vermeer, and Runisdael, who con-
centrated their attention on higher things, were neglected.
Anybody could understand a picture of a cat stealing a fish,
but to appreciate the beauty of pearly light stealing through
high windows to lighten an apartment, presupposes some
sense of poetry in the mind of the beholder.

§4

All classifications of so individual a thing as art are bound
to be artificial and imperfect ; but just as we may say
that the genre-painters of Holland depicted the life of the
city, and the landscape-painters the life of the country, so
a third group of artists mirrored another phase of national
activity in constituting themselves painters of shipping and
the sea. Holland, as England once knew to her cost, was,
and still is, a great maritime nation, and her sea-captains
and shipowners inevitably set up a demand for pictures
of the element on which they triumphed and prospered.
Moreover, this ]Dw—lﬂ'i.u.g land was at the mercy of the sea,
which was only kept back by the dykes, so that every Dutch-
man may be said to have had a personal interest in the ocean.
Jne of the earliest painters of sea-pieces with shipping
was Hendrik Dubbels (1620-76), who was the master of a
more famous sea-painter, Ludoli Bakhuizen (1631-1708).
Bakhuizen is as much a painter of shipping as of the sea,
and in addition to being a picturc-painter he was a naval
architect who made constructive drawings of ships for the
Russian Tsar Peter the Great. There is a great deal of
spirit in his sea-pieces, particularly in his tempestuous
sabjects, but his storms. as John Ruskin pointed out,
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were storms that belonged to melodrama rather than to
Nature.

We do not feel, however, that there is anything theatrical
in the marines of his far greater contemporary, Willem van
de Velde the Younger (1633-1707), who belonged to a
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famous family of artists sertled in Amsterdam. Some
critics hold that the younger Van de Velde is at his best
when depicting shipping in a calm, and assuredly he has
painted r_{ne stillness of the sea with a beauty and true dignity
which go straight to the heart of every sailor. But there
are pictures also in which Van de Velde has portrayed
crashing waters under a charged sky, and if he rarely essayed

9
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to express the terrors of a great storm, yet he succeeds
perfectly in conveying the excitement and somewhat
perilous exhilaration of 2 stiff breeze. An example of his
powers in this direction is “ A Gale” (see precedin page);
in which we see the waves washing over a fishing-smack in the
foreground, while farther on a frigate proudly approaches
with bellying sails, and still farther in the distance a second
frigate rides out the gale at anchor beneath the dark clonded

~ This gale is not awe-inspiring, as it might have been
had Ruisdael painted it, but it is a picture that instinctively
makes us square our chests and brace ourselves to meet the
wind. Both the Willem van de Veldes, the father and the
son who soon surpassed him in accomplishment, came
over to London in 1677 and entered the service of Charles I1.
Willem van de Velde the Younger died at Greenwich, and
owing to his long sojourn in England his pictures are
plentiful in our public galleries, where they have served as
models for Turner and other British sea-painters.

Painting, so flourishing in Holland at the beginning of
the seventeenth century, was dead or dying when the next
century dawned. The rapid rise of art to the eminence
attained by Rembrandt was followed by an equally rapid
decadence, so that in the early years of the eighteenth
century Dutch painting, while maintaining a credirable
level of craftsmanship, had sunk to the meticulous and un-
inspired painting of fruit, flowers, and the odd collections of
inanimate objects known as “still-life.” In the Nether-
lands the vein of Rubens was now exhausted, and his true
heir appeared in France in the person of that strangely
attractive painter, Antoine Watteau.



XI
THE RISE OF FRENCH PAINTING

THE ART OF WATTEAU, CHARDIN, BOUCHER, FRAGONARD
AND GREUZE

§1

OMING events in the world of politics cast their

thadows before them on the field of art, and as

soon as we begin to study closely the national painting of

France during the seventeenth and succeeding century,

we become conscious of two streams of tradition, one demo-

cratic and derived from the Low Countries, the other
aristocratic and inspired by Italy.

These two French schools of painting, which mirror
respectively the life of the nobles and the life of the peasants,
give us warning of that sharp division of the classes which
were afterwards to meet and mingle in the clash and conflict
of the French Revolution.

The seventeenth century, which in its beginning and
middle period had seen art flourishing in Holland with the
rise of Dutch Republic, witnessed towards its close the
shifting of political interest from Holland to France, and
the rapid growth and development of a group of artists who
added to the glory of the court of Louis XIV. Although
France had given birth to artists of considerable distinction
long before the end of the seventeenth century, it was not
till the reign of the Grand Monarch that she evolved a
distinct national style of her own.

The earlier French painters were almost wholly under
the influence first of Flanders and then of Italy. Thus
Jean Clouet, who in 1516 was appointed Court Painter
to King Frangois I, was the son of a Brussels artist, and both
he and his son Frangois Clouet (¢. 1510-72), who succeeded

359
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him, carried on a Flemish tradition. Though the feminine
grace of the drawing of the Clouets has been held to be
characteristic of France, yet the style of both artists was so
close to that of their great contemporary Holbein that it
can hardly be accepted as distinctly national.

Flcmis]{ again in character was the work of the three
brothers Le Nain—Antoine and Louis, who both died in
1648, and Matthieu, died 1667—who came from Laon and
settled in Paris. The gentle seriousness of their paintings
of rustics foreshadows the peasant masterpieces of Jean
Francois Millet, They are the ancestors of the demo-
cratic painters of France. Another painter closely asso-
ciated with the age of Louis XIV, Philippe de Champaigne
(1602-74), who painted numerous portraits of Cardinal
Richelien, was actually born in Brussels, though he estab-
lished himself in Paris at the early age of nincteen. His
portraiture, with its clear outline and suave colouring, is also
northern rather than southern in character.

Nicolas Poussin (1594-1665) and Claude le Lorrain
(1600-82) were great masters whose innovations left an in-
delible impress on landscape painting—the development of
which will be traced in a subsequent chapter—but though
born in France, both of them spent the greater part of their
lives in Rome. Their art belongs to Europe generally rather
than to France. The portrait-painter Pierre Mignard
(1610-95) and his great rival Charles le Brun (1619-90),
who as architect =n§rs,cu]ptnr as well as painter dominated
the Louis Quatorze period, were both trained in Rome
and entirely [talian in style.

None of these men was strong enough to found a distinct
and national French style ; and the kind of painting which
we look upon to-day as being essentially and characteristic-
ally French was not born till Antoine \K;:ttem left his home
in Valenciennes for Paris. It was this weakling, whose frail
form was prematurely ravaged by consumption, who founded
the greatest and strongest of all the modern schools of
painting.

Antoine Wattean was born in 1683 at Valenciennes, near
the Franco-Flemish frontier. His father, a tiler and car-
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penter, was in poor circumstances, and the boy is said
to have had an unhappy childhood. Watteau senior bore
the reputation of being a hard man, and wanted his son to
become a tiler like himself; and when young Antoine at
last obtained permission to study in the studio of a local
artist, one Guerin, who was painter to the municipality of
Valenciennes, the father refused to pay the expenses of his
son's education.

After the death of Guerin in 1702, Antoine Watteau,
then aged nineteen, ran away to Paris with a scene-painter
called Metayer. But when they had arrived in Paris, this
man soon abandoned his young companion when he had
no more work to give him, and henceforward Wattean,
already in delicate health and disowned by his father, was
alone in Paris, without money, clothes, or resources of any
kind. In desperate poverty he at last found employment
in 2 wretched workshop where cheap religious pictures were
Emduccd by the dozen, to be retailed by country shop-

eepers. Nowadays chromolithographs have saved artists
from this kind of drudgery, but in the early eighteenth
century even the lowest-priced coloured card had to be
done by hand. What was required of Watteau and his
fellow-labourers was rapidity of execution in making copies
of popular subjects, and for this work the pay was the
uquivialcnt of half-a-crown a week and one cl]:Lily meal of
soup !

Yet even in this miserable trade Watteau managed to
distinguish himself, and was entrusted with the repro-
duction of a “ 5t. Nicholas ” that was in great demand.
One day the mistress of the workshop forgot to give Watteau
the “ St. Nicholas ” to copy, and remembering her oversight
later in the day, she climbed up to Watteau's attic to scold
him: for idling. After she had worked herself up into a
passion, Watteau amazed her by showing her his day’s
work, a perfect St. Nicholas, which he had completely
finished from memory.

Through all this period of drudgery and semi-starvation,

Watteau never deslg-aired, and snatched every opportunity
to improve his art, drawing from Nature at night and during
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his rare holidays and leisure moments. Then by a happy
chance he made the acquaintance of the decorative artist
Claude Gillot, who, after seeing Watteau’s drawings,
invited the young man to live with him.

Rescued from his miserable factory, Watteau worked
with enthusiasm at the ornamental painting of his new
friend, who was then chiefly engaged in representing scenes
from Italian comedy. Watteau, who in his poverty and
ill-health worshipped elegance and all the graces of life,
soon rivalled and surpassed his tutor in painting slim
Harlequins, simple Pierrots, dainty Columbines, and other
well-defined characters of Italian comedy ; and it may be
that Gillot grew jealous of his protégé. ~After a period of
warm friendship, the two artists parted on bad terms, and
though Watteau in after-life never ceased to praise Gillot's
pictures, he kept silent about the man, and would never
answer when questioned about the breach between them.
Gillot, on the other hand, tacitly acknowledged his pupil’s
superiority, for some time after the quarrel he abandoned
painting and devoted himself to etching,

When Watteau left Gillot, his fellow-assistant, Nicolas
Lancret (1690-1743), who afterwards became his pupil, left
with him, and both young men found employment with
Claude Audran, a painter of ornaments, who was also a

ardian of the Luxembourg Palace. This stay with

udran had a profound influence on the art of Watteau.
There were no gardens of the Luxembourg in those days,
and the park attached to the royal palace was full of wild
and natural beauty which appealed to the young artist, and
drew forth his powers as a landscape-painter. It was here
that he discovered and learnt to paint those noble clumps
of trees which form the background to the figures of his
idylls and pastorals.

Inspired thus by the externals of the palace, Watteau
was also profoundly moved by what was within, the picture-
gallery containing the series of great paintings by Rubens
which illostrated the life of Marie de’ Medicis.  Wattean
viewed these spirited paintings again and again ; he copied
them with zest, and became so saturated with Rubens that
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eventually he was able to deflect his fellow-coun en
from Italian ideals and revivify French painting with the
vigorous realism of Rubens. His wnrsfdp of the great
Fleming, to whom he felt himself related by ties of race as
well as artistic sympathy, never degenerated into servile
imitation ;: * by means of a gradually widening realism,”
says the distingnished French critic M. Camille Mauclair,

atteau * arrived at the point of preserving in his small
canvasses all Rubens’ admirable breadth, while achieving a
masterly originality of grouping.” A superb example of
Watteau's powers in this respect is his exquisite * Lady at
her Toilet ” (see page 266) in the Wallace Collection.
Here a theme, in which Rubens counld hardly have avoided a
certain coarseness, beomes a model of grace and refinement.

Once again the jealousy of a senior threatened Watteau's

rogress. Wattean showed his master a realistic painting
of soldiers on the march, and Audran, who naturally did
not want to lose so talented an assistant, advized him not to
paint realistic pictures lest he should lose his skill as a
decorator. But Warttean, determined to devote himself
to original work, was now diplomat enough to avoid a
quarrel, and desirous of leaving Audran courteously, he
informed him that he must return to Valenciennes to visit
his family. At Valenciennes the young artist continued his
studies of nature and contemporary life, and he painted
a series of military pictures illustrating camp-life, marches,
and outpost duty. But after st:;in there long enough
to justify his visit, he returned to Paris, where he was now
not altogether unknown.

At this time his great desire was to win the Prix de
Rome and to visit Italy, and with this object he competed
in 1709, the subject set by the Academy being ** David
granting Abigail Nabal’s Pardon.” The prize, however,
was won by a student named Grison, Wattean being placed
second and thus losing his opportunity of visiting Rome.

Still desirous of studying in Italy, and still hopeful that
the Academy might help him to accomplish his desire,
Wattean three years later contrived to get two of his military
pictures hung in 2 room through which Academicians were

g‘
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in the habit of passing. Several admired the * vigbrous
colouring, and a certain harmony which made them appear
the work of an old master,” and one Academician, de la
Fosse by name, made inqguiries as to the painter. It was
then discovered that this young painter, already twenty-
nine, was so modest that all he wanted from the Academy
was its influence with the King that he might receive a
small grant to enable him to study in Italy.

Attracted by his talent and modesty, M. de la Fosse
sought an interview with Watteau which had the most
surprising results. With a rare generosity the Academician
told the young man that he had no need to seek instruction
in Italy, that he undervalued his own ability, and the
Academicians believed he was already capable of doing
them honour; in short, he had only to take the proper
steps to be accepted a member of their society. The young
artist did as he was told, and was immediately received as
a member of the French Academy.

In all the long and memorable history of the Academy of
France no incident similar to this has ever been rccurzcd
That a young artist, without friends or fortune, who had
failed to win the Prix de Rome and humbly begged for
help in his studies, should spontaneously and unanimously
be elected an Academician, i1s a miracle without precedent
or sequel in the history of all Academies. Thiz unique
event was the turning-point in Watteau’s career, and hence-
forward his fame was assured and he was able to earn his
living in comfort.

It was on August 28, 1717, that Wattean was definitely
admitted to the Academy. All snccessful candidates are
required to deposit a diploma work after their election, and
it was for this purpose that Watteau eventually painted
his famous masterpiece, “ L’Embarquement pour Cythére,”
which is now in the Louvre. In this poetically conceived
picture, which shows a crowd of gallant youths and fair
maidens about to embark for the legendary isle of perfect
love, Watteau revealed a science of colour harmony which
was one hundred and fifty years ahead of his day. He had
already excited the admiration of his contemporaries by a
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method of painting which was as successful as it was original.
He would cover his canvas copiously and, to all appearance,
vaguely with a thick layer of pigment, and on this he would
proceed, so to speak, to chisel out his detail. Figures, sky,
and landscape background were then built up by a series
of minute touches, which gave his pictures a peculiarly
vibrating and scintillating effect. His division of tones and
his wonderful orchestration of complementary colours make
Watteau a forerunner of the prismatic eolouring of the more
scientific painters of the nineteenth century,

Unfortunately he was not destined to enjoy long the
fame and fortune which now awaited him. The privation
and hardship of his early manhood had undermined his
always frail constitution and left him a prey to phthisis.

Asif heknew the end was approaching, he worked feverishly
during his last years. For a time he lived with a wealthy
collector named Crozat, for whose dining-room he painted
a set of “ The Four Seasons.” Though very comfortable
at M. Crozat’s house, which was filled with precious things
and with paintings and drawings by old masters he admired,
a desire for more complete independence led Watteau to
leave it and live with his friend Vleughels, who afterwards
became Principal of the Academy at Rome. In 1718 he
left Vieughels, and shut himself up in a small apartment
alone with his dreams and his illness, displaying then that
craving for solitude which is said to be one of the symptoms
of phthisis. Later somebody having spoken well of
England, he suddenly had an almost morbid longing to cross
the Channel.

In 1719 he came to London, where he painted and had
some success, till the climate made him ill and unable to
work. He returned to France more exhausted and weaker
in health than he had ever been before, but slightly re-
covered during a six months’ stay with his friend, the art-
dealer Gersaint, for whom he painted a sign, an exquisitely
finished interior with figures, in the short space of eight
mornings—he was still so weak that he could only paint
half the day. Then, hoping that he might recover his
strength in the country, 2 house at Nogent was lent to him,
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but there his health rapidly declined and he gave himself
up to religion, his last picture being a Crucifixion for the
curate of the parish, Still pathetically hopeful that change
of air might (E:I him good, he begged his friend Gersaint to
make arrangements for him to journey to Valenciennes.
But while waiting for strength to move to his native
town the end came, and on July 18, 1721, he died
suddenly in Gersaint’s arms. He was only thirty-seven
years old.

The real sweetness and generosity of Watteau’s nature
is well illustrated by a touching incident during the last
months of his life. "His pupil Jean Pater (1696-1736) had
offended him, as Lancret had also done, by imitating his
own style and subjects too closely, and in a fit of ill-temper
he dismissed him from his studio. But during his last
illness Watteau remembered how he had suffered in his
youth from the jealousy of his seniors, and he reproached
himself with having been unjust as well as unkind to Pater.
He besought his friend Gersaint to persuade Pater to return
to him, and when the latter arrived the dying man spent a
month giving Pater all the help and guidance that he
could in order to atone for his former injustice.

Pater, though possessed of less individuality than Lancret,
was in many respects the best of Watteau’s followers, and,
like his master, he also died young. He was haunted by a fear
that he would become old and helpless before he had saved
enough to live upon, and he worked so incessantly and
feverishly to gain his independence that eventually his health
broke down and he died in harness at forty.

Lancret, who lived on tll 1743, continued Watteau's
Ttalian comedy manner, and had considerable success with
his theatrical portraits, two of which are in the Wallace
Collection, He is seen at his best in the portrait of an
actress kmown as ““ La Belle Grecque™ (see {pagc 276),
which has a vivacious charm of its own and is full of life.
The pose of the figure is particularly happy and conveys
admirably a sense of movement. But while they could
imitate more or less cleverly the superficial appearance of
Watteau’s pictures, neither Lancret nor Pater were able
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to give their paintings that undercurrent of pathos which
lifts Wattean'’s work high above the trivial.

Only ‘a very superficial observer of Watteau’s pictures
would accuse him of being a painter of frivolities, a chronicler
of picnics. Watteau lived in an artificial age, and being 2
true artist he could not help reflecting something of its
artificiality. The French Court life of his day had the
splendour of autumn leaves about to fall. Watteau, himself
a dainty rose with canker in the bud, shows us the hectic
charm of a civilisation already being consumed by mortal
malady ; but his honesty and intellectual insight prevented
him from pretending that the happiness of his puppets
was anything more than a passing moment of self-deception.
His pictures haunt us, not because of their gaiety, but by
reason of their gentle, uncomplaining melancholy ; and the
late Sir Frederick Wedmore penetrated to the secret of
Wattean when he laid stress on “ the reflective pathos, the
poignant melancholy, which are among the most appealing
gifts of him who was accounted the master of the frivolous,
of the monotonously gay. ™

Watteau is unique in his qualities of drawing and colour,
There have been many painters who were great dranghts-
men, and a number of painters who have been great
colourists ; bot those who were supreme both in drawing
and colour we can count on the fingers of one hand.
Watteau is among them. If we look at the little figures in
a typical Watteau like “ The Conversation ™ (see page 263),
we perceive that the drawing rivals that of Raphael in its per-
fection of form and that of Rembrandt in its CXpPressiveness.
Watteau’s powers of drawing may be studied still further
in his chalk drawings in the British Museum Print Room.

As for his paint, hardly among his predecessors will you
find anything so exquisite in colour and so jewel-like in
quality. The brightness of his palette, and the little touches
with which he laid on his colour, make his pictures vibrate
and sing as those of no other artist had done before, Watteau
was not only a great master; he was one of those pioneer
artists whose original research and brilliant achievements
have given a new impetus to the art of painting.
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§2

While Watteau was laying the foundations for the
romantic and impressionist painting of modern France,
another group of French figure-painters were evolving a
national * grand style ” for French ]Eartt:iturc. This new
style first made its appearance when Largilliére began
painting Louis XTV and his family, and a typical example
of it may be found in the Wallace Collection.

Nicolas Largilliére (1656-1746), who was nearly thirty
years older than Wattean, was born in Paris, but worked
for many years in London, where he was an assistant to Sir
Peter Lely and a great favourite with King Charles II.
But unlike his master Lely—who rivalled the Vicar of Bray
in keeping in with both sides—Largilliére was a Royalist
through and through, and like the fallen Stuarts he returned
to France and made Paris his home during the latter part
of his life. His drawing i5 sccurate but rather hard, his
colour harmonious and lighter in hue than that of his
predecessors Mignard and Le Brun, and his great
canvas at the Wallace Collection of Louis XIV with the
Dauphin, the Duc de Bourgogne, the infant Duc d’Anjou
(afterwards Lomis XV), and Madame de Maintenon,
shows how magnificently he could stage and present a
royal group. § !

Among his contemporaries were Hyacinth Rigaud (1659~
1743), and his pupil Jean Baptiste Oudry (1686-1755), who
won much fame as superintendent of the royal tapestry
manufactories of the Gobelins and Beauvais ; but his most
famous successor was Jean Marc Nattier (1685-1766), a
Parisian-born, who became one of the favourite portrait-

ainters at the Court of Louis XV, Nattier commenced
E.i.'. career as a historical painter, and only took up por-
traiture in 1720 after he had lost all his savings ugh
the speculations of John Law, the Scottish financier and
adventurer. His paintings are also a little hard, but they
are light and gay in colour and remarkably stately in their

grouping and arrangement.
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Another Paris-born artist acquired still wider fame. This
was Frangois Boucher (1703-70), who gained the first prize
at the Academy when he was only twenty years old and
afterwards studied in Rome. “ No one,” wrote the late
Lady Dilke of this artist, “ ever attacked a greater variety
of styles ; his drawings—often extremely good—are to be
met with in every important collection. Innumerable were
his easel pictures, his mural decorations, his d:sig:u: for
tapestries at Beauvais or the Gobelins, his scene paintings
for Verzailles and the Opera.”

No artist more completely illustrates and represents
French taste in the eighteenth century than Frangois
Boucher, who was indeed the leader of fashion in this
direction, and by his creative penius brought a new note
into European painting. He introduced a lighter and
gayer scheme of colrur into tapestries and decorative
paintings, pale blues and pinks being predominant in
his colour-schemes. He designed many paintings and
decorations for the famous Madame de Pompadour, and
the sweet colour now genenally known as rore du Ba
was invented by Boucher and was originally called Rore
Pompadour.

o do justice to the French portraiture of the late
seventeenth and early eighteenth centuries, we must
remember the ornate gilt furniture of the period with
which they were surrounded. Portraits like Nattier's
* Mademoiselle de Clermont ™ and Boucher’s Marguise de
Pompadour™ (see opposite page)—both of which are in the
Wallace Collection—must not be judged as easel paintings,
but as items in an elaborate scheme of interior decoration,
There is nothing like them in the history of portraiture,
just a5 there never was a Court exactly like that of the
*“ Grand Monarch  or of his immediate successors, These
}:nnniu reconvey to us all the splendours of Versailles, its
uxury and its heartlessness. They are the quintessence of
aristocratic feeling, so full of culture that there is Jittle
room for humanity, The pride they express ends by

alienating our s}rmfathy, for they are the most pompous
pictures the world has ever seen.
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Side by side with these aristocratic painters whose art
reflected the temper of the French Court, we find now and
then an artist of genius who expresses the life and feelings
of the people. The greatest of these was Jean Baptiste
Simeon Chardin (1699-1779), who was also born in Paris.
Though he worked for a time under the Court painter Van
Loo at Fontaineblean, and was elected a member of the
Academy in 1728, Chardin was never a favourite with the
nobles of France, nor did he make any effort to pander to
their taste. His pictures, like those of his predecessors the
brothers Le Nain, were “ tainted with democracy,” and
the intense humanity of Chardin links him to his great
contemporary on the other side of the Channel, William
Hogarth.

Though Chardin, as Lady Dilke once said, * treated
subjects of the humblest and most unpretentious class, he
brought to their rendering, not only deep feeling and a
penetration which divines the innermost truths of the
simplest forms of life, but 2 perfection of workmanship by
which everything he handled was clothed with beauty.”

Like the Persian poet, Chardin could compose a song
about a loaf of bread and a glass of red wine—as his beautiful
still-life in the National Gallery, London, proved—while
* The Pancake-Maker ”* (see page 272) shows what beauty
and tenderness he could find in the kitchen.

Amid all the artificiality of the gaudy Court of Ver-
sailles, Chardin stands out as the supreme interpreter of
the sweetness and sane beauty of domesticity. He was a
poet with the unspoilt heart of a child who could reveal ro
us the loveliness in the common things of life,

How strong a character Chardin must have been to resist
the current of the time and adhere unswervingly to his
simple democratic ideals we realise when we contemplate
the talent and career of Jean Honoré Fragonard (1732-1806),
who was for a time his pupil. We have only to lock at
Fragonard's i sumr.stic scene, “The Happ
Mother,"” in the National Gallery, London, to see that this
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artist also might have been a painter of the people. He
shows ns here the home of a blacksmith, whose forge is
seen in the background, while in the centre the young
mother with her three children sits at a table, and beyond
another woman rocks a cradle.

For good or ill Fragonard chose another path, and after
he had gained from Chardin a knowledge of sound crafts-
manship which he never afterwards lost, he chose a more
fashionable master and became the pupil of Boucher. In
1752, at the age of twenty, he won the Prix de Rome, and
in 1756 he went for four years to Italy, where he made a
particular study of the decorative paintings of * The Last
of the Venetians,” namely, Giovanni Bartista Tiepolo
(1666-1769). He returned to Pariz in 1761 and almost
immediately became 2 favourite with the French nobility.

In Fragonard, wrote Lady Dilke, ** Boucher found his
true heir. The style of Court fashions and customs, highly
artificial even in the affectation of nature and simplicity, the
temper of society, purely sensual in spite of pretensions to
sentiment, gave birth to innumerable fictions which took
their place in the commerce of ordinary life. Eternal
youth, perpetual pleasure, and all the wanton graces, their
insincere airs masked by 1 voluptuous charm, came into
seeming—a bright deceitful vision which cheated and
allured all eyes. . . . The hours float by in waves of
laughter, and the scent of Aowers which breathe of endless
summer fills the air. Existence in the gardens of Fragonard
is pleasure; its penalties and pains are ignored, just as
sickness and sorrow were then ignored in acrual life.”

Highly typical of the period and of the manner in which
Fragonard catered for the taste of his patrons is his picture
“The Swing ™ (see page 271), painted to order and ex-
hibiting all the characteristics which Lady Dilke has so
brilliantly analysed in the passage quoted. The workman-
ship is beautiful, the drawing and colour are alike charming,
but these displays of so-called * gallantry * are detestable
to many people, and through it all we are conscious of the
insincerity of a clever and highly gifted painter.

Pictures which Fragonard ~painted purely to please
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GIRL WITH DOVES."” BY GREUZE (1715-t80s).
Wallace Collection, London.
Though she appears the ncarnition of sweet funocence mnd simplicity, the original of
this portrait broke Greuze's heart by ber infidelities and eventually robbed him of his

savings. She was the daughter of a2 Paris boolosller.  The artist married ber in kaste
and by his paintings made her o migning beauty of her day.
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himself, like “ The Happy Mother ” and the “ Lady Carving
her Name,"” a tiny canvas which cost Lord Hertford 1400
in 1865, are less typical of Fragonard, but often pleasanter to
gaze upon than his cummissions and elaborate decorations.
But even i these subjects Fragonard is always frolicsome
and playful where Chardin was serious and earnest, and it is
impossible to escape the conclusion that Fragonard's was
essentially a shallow nature. For all his cleverness he paid
the p-:na{t}r of his insincerity ; he outlived his popularity
and ultimately died in dire poverty. In 1806 the times had
changed : Napoleon and the French Revolution had swept
away the frivolities of Versailles.

34
Contemporary with Fragonard was a painter who,
though never the equal of éh;rd.in as a craftsman, never-
theless approached him in the democratic temper of his
art. Jean Baptiste Greuze (1725-1805), who was born near
Macon and came to Paris in 1746, suddenly acquired fame
and popularity whes he was thirty by exhibiting at the

Salon of 1755 his picture “ A Father Explaining the Bible
to his Family.” ri'his familiar scene, with its everyday
details and its personages taken from humble life, ng:; an
immediate appeal to the bourgeois, who found in it those
new ideas of simplicity and morality which Jean Jacques
Roussean had spread among the middle classes. Lady
Dilke, who evidently suspected the moral sincerity of
Greuze, pronounced his pictures to be * stained by
artificiality.” His pictures were rendered attractive, she
argued, by “a vein of wanton suggestion which found
an echo in the dainty disorder in which his heroines are
dressed.”

There are some strange parallels between the life of
Grenze and that of Watteau, who died four years before
his birth. Greuze’s father was also a carpenter, and he
also opposed his son's determination to become an artist,
Greuze also began his career in extreme poverty, but
fortunately he had a more robust cous.itution and with-
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MLLE. SOPHIE ¢
Wallace Collection, London.

NOULD, BY GREUZE.

v of his models ss Greass did, batgit
hem fo ady e and to paint them
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bied in poverty
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must be admitted that be lmew ho
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stood hardship better than Watteau. Greuze’s father
whipped him when he caught him drawing, and Greuze
also ran away to Pars with another painter, and he,
too, when he got there found that nobody wanted to

“LADY MAKING TEA® BY CHARDIN,
Hunterian Mossum, Glasgow,

Revealing & power ol obtervation and justness of lighting which rivats the inite k

of the best Dutch Masters, this painted [ragment of wﬁ_'d:tlw life also ﬁn;:liu::a:zw:::d

sublle refinement which is charsclerstic of France, [is besuty i as indispotable as
itz trnth.

give him any employment. Both men were close on
thirty before the turning-point came, Warttean by his
clection to the Academy, and Greuze by the exhibition
of his picture at the Salon. But there the parallel
ends, and the close of Greuze’s life is more like thar of
Fragonard. For he also ondived his popularity and died

in poverty.
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It seems extraordinary that Greuze, the most popular
of painters at all times, should have fared so badly at the
end of his life. We cannot account for it by saying that
Greuze could not accommodate himself to the change of
taste brought about by the French Revolution, for through-
out his career he was distinctly a bourgeois rather than
an aristocratic painter. No, we must seek another
:x}i!anatinn.

he miserable truth is that the seemingly sweet and
innocent little person, ‘who looks out at us continually
from those pictures of girls’ heads which have brought the
painter his greatest posthumous fame, was the cause of
her immortaliser’s wretched end. To look at all the
portraits of her which hang in the Wallace Collection,
or at the one entitled “ Girl Looking Up " (see page
260), which is in the National Gallery, is to find it diﬂ:'}::ult
to believe that the original was an arrant little baggage.
Yet some people, who profess to be judges of character,
say that the Greuze girl is not so innocent as she pretends
to be.

The historic truth is that she was the daughter of an old
bookseller on the Quai des Augustins, Paris, and Greuze is
said to have married her to save her reputation. He
married Anne Gabriel in haste, and he repented at his
leisure. Owing to her husband’s constant exposition of
her charms, Madame Greuze became one of the noted
beauties of the day, and though her husband was devoted
to her and gave her crazily everything he could that she
wanted, the ungrateful little hussy repaid him by robbing
him not only of his peace of mind but of large sums of money
that he had saved.

It is easy to be wise after the event, and Mr. John Rivers
in his book on Greuzes and his Models maintains that every
feature of Anne Gabriel * announced a hasty, passionate,
and rather voluptuous nature™; nevertheless we are
inclined, as human beings ourselves liable to error, to give
our sympathy to Greuze and praise him for a generous and
chivalrous action rather than to condemn him for having
made an imprudent marriage. Though he painted other
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beautiful women, it is by his various fanciful portraits of
his erring wife that Grenze has obtained his world-wide
populmty, and there is hardly another instance in art of

ainter who has achieved so great a fame by his exposition
of the physical charms of a single model.
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ENGLISH MASTERS OF THE EIGHTEENTH
CENTURY

THE ART OF HOGARTH, RICHARD WILSON, AND SIR JOSHUA
REYNOLDS

&1

N all the annals of British Art there is no more illustrious
name than that of William Hogarth. Not only was
he, as Mr. E. V. Lucas has pointed out, “ the first great
national British painter, the first man to look at the English
life around him like an Englishman and paint it without
affectation or foreign influence, but he was the first to make
pictures popular. Hogarth’s engravings from his own
works produced a love of art that has steadily increased
ever since. During Hogarth’s day thousands of houses that
had had no pictures before acquired that picture habit
which many years later Alderman Boydell and his team of
engravers were to do so much to foster and establish.”
That is where Hogarth differs from the French demo-
cratic painters, from Chardin and Greuze, mentioned in
the last chapter ; he was an engraver as well as a painter,
and so was one of the first artists in Europe to devote talent
of the highest order to providing art for the masses as
well as the classes. People who could not afford to buy
oil-paintings could buy engravings, and it was by his
engravings that Hogarth first acquired fame.
illiam Hogarth was born in Bartholomew Close, Smith-
field, on November 10, 1697. He was the son of a school-
master and printer’s reader, who was apparently a man
of some education and had the intelligence to recognise
his son’s talent for drawing, and to place no obstacle in his
path. At an early age young Hogarth was apprenticed to
18g
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a silversmith near Leicester Fields (now Leicester Square),
for whom he chased tankards and salvers, and two years
after his father's death in 1718 he felt sufficiently confident
in his powers to set up as an engraver on his own account.
Meanwhile he had taken every opportunity of improving
his drawing, and had attended classes at Ec art academy
of Sir James Thornhill (1676-1734), a portrait-painter and
decorative artist much in favour with Queen Anne. He
was especially renowned for his ceilings, and the Painted
Hall at Greenwich is a famous example of Thornhill’s art.

Hogarth did not get on very well with Thornhill and his
method of tuition, which consisted principally of giving his
pupils pictures to copy. This dig not suit a youth so
enamoured of life as Hogarth, who had a habit of making
notes on his thumb-nail of faces and expressions and en-
larging them afterwards on paper. In this way he trained
his memory to carry the exact proportions and character-
istics of what he had seen, so that his drawings, even done
from memory, were extraordinarily vivacious and full of
life. “Copying,” Hogarth once said, “is like pouring
water ‘out of one vessel into another.”” He preferred to
draw his own water, and this sturdy determination to see
life for himself set him on the road to greatness. Previous
English artists had not done this; they had looked at life
through another man’s spectacles, and their pictures were
more or less good imitations of the manner of Van Dyck,
Lely, and Eneller.

Nevertheless he continued for a long time to frequent
Thornhill’s academy, the real attraction being not the
master’s tuition but his pretty danghter Jane. In the end
Hogarth eloped with Miss Thornhill, whom he married
without her father’s consent and very much against his
will. At the time the match was considered a mésalliance,
for Thornhill was a Member of Parliament and 3 knight,
whereas Hogarth had as yet acquired little fame and had
rather scandalised society by bringing out in 1724 a set of
engravings, ** The Talk of the Town,” in which he satirised
the tendency of fashionable London to lionise foreign
singers.
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“THE AGE OF INNOCENCE."” BY SIR JOSHUA REYNOLDS,
Natiopal Gallery, London.
This delightful portrail of his little grand-niece, Theophida Gwatkin aged six, while
showing in its barmonious arrangement all Sir Joshua's mastery of the * grand styla,”

alsy peweals the teaderness of his emothons and his reversat affection for the inoocence ol
childhoad,

28y
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Four years later, however, the tide was turned in
Hogarth’s favour when Mr. Gay lashed the same fashion-
able folly in The Beggar’s Opera, which, produced at the
Lincoln’s Inn Fields Theatre in January 1728, proved to be
as great a popular success then as it has been in our own
day. Hogarth was naturally attracted to a piece that
revealed a spirit so akin fo his own, and he painted several

icrures of its scenes, one of which is now in the Tate

%nllcry. His genial, bohemian temperament delighted in
the society of actors and writers, and Hogarth's association
with the company of The Beggar's Opera indirectly led
him to take up portrait-painting, One of his earliest
portraits 15 * Lavinia Fenton as Pally Peachum,” the gay
young actress who created the part and became Duchess
of Bolton. =

This portrait—as indeed are all of Hogarth’s—is a
wonderful achievement. It has nothing of the manner
of Lely or Kneller or any of his predecessors; it is fresh,
original, unmannered, and sets hfe itself before ns. To
some extent, perhaps, he was influenced by Dutch painting,
which has the same quality of honesty, but in the main he
was * without a schocl, and without a precedent,” Unlike
the portrait-painters who preceded and those who im-
mediately succeeded him, Hogarth does not show us people
of rank and fashion. His portraits are usually of people in
his own class or lower, his relatives, actors and actresses, his
servants. Hogarth was too truthful in his painting and
not obsequions enough in his manner to be a favourite
with society, and it was only occasionally that 2 member
of the aristocracy had the courage to sit to him. Simon
Fraser, Lord Lovat, did, and the magnificent little full-
length in the National Portrait Gallery shows how vividly
Hogarth grasped and expressed his character.

Sull more amazing as an example of Hogarth’s vivid
+ characterisation and vivacity of expression is * The Shrimp.
Girl * (see page 28g). It is only a sketch, mostly in greys
with a few touches of other colours, but there is no work
in the National Gallery more abounding with life. These
portraits, painted with joy for the painter’s satisfaction,
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“THE SHRIMP GIRL" BY HOGARTH {vfyr-zrhs)
Natiopal Gallery, London.

= I ife more abasdent in ber face you see.™

Though hardly more than o sketch o its lighiness of handling and retioence of codour,
LLis is the most famous of all Hogarth's portraits for it amazing vitality and actuality.

|84
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never produced an income. He made his living by other
pictures, and especially by his engravings, which had a
wide sale and made his name a household word. The
series of pictorial dramas which he invented brought him
both fame and fortune, and after “ The Rake’s Progress”

Fhota ; W, 4. Manzell & Ca

“MARRIAGE A LA MODE" BY HOGARTH
Scawx . Tum Mawmisce CowrTmacr.
Natimal Gallery, Loadon.

The first scene in Hogarth's celebrated picture-drama. Nots b b lawy
I*" Silvertongue ') is already beginning to coart the biride, whu: h-f'r;uﬁmﬂﬂhu:ﬂf?
akmires himself in the mirror.
and other sets had firmly established Hogarth in popular
favour, Sir James Thornhill became reconciled to his son-
in-law, whom he now saw to be capable of earning 2 goad
living, 3

Narrative pictures were not a3 new thing in the history
of art; the reliefs of Trajans Column at Rome tell the
story of the Emperor's Dacian campaigns, and we saw in the
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first chapter how Giotto and other early Italian painters
recounted Bible stories and the lives of the saints in a series
of pictures. But no painter before Hogarth had invented
the story as well as illostrating it. Without any text
familiar to the public, Hogarth by paint and engraving tald

Phaio * W. 4. Manssll & Co.

SMARRIAGE A LA MODE" BY HOGARTH.

Scesn 1. Suomtiy Arten MiR®IAGE.

National Gallery, London

The muoiual boredom resultisg from a * marriage of convenience
points in this morning scene, adomsl with & wealth of exquis

™ b the morel Hogarih
tely painted detaiis.

new and original stories of his own time, and told them
so clearly that they were universally understood. Some-
times these stories were almost wholly humorous, as in *“ The
Election ” series, but more often they had a serious
intention and amusing incidents were introduced only by
way of light relief.

To regard Hogarth as a satirist first is wrong: he wae
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more than that: he was a great moralist. For though no
man more severely scourged the folly of his time, Hogarth
taught his lessons not only by exposing the ridiculous, but
also by revealing the tragedy of wrong and the beauty
of goodness. Among his many inventions none more

Fihale : W. A. Manwll & Co.
‘MARRIAGE A LA MODE,™ BY HOGARTH.
Sexxe 1. Tur Ve 1o me Quack Docron.
National Gallery, London,

The harsh faces of the quack and his companion am the Eay uncancern of the Eard are
eontristed with the rigid Ggure of the little girl, the victim of kis profligecy, in this thind
ene, Wihich shows how the married couple are drifting apart.

beautifully display his method than the Marriage i la
Mode ” series which we reproduce (pages 290-295) from
the original paintings at the National Gallery ; and though
each one of these pictures tells its own story clearly, it may
be helpful to summarise the action of each sceme. and
add the illuminating comments made by the great critic
Hazlire :
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Scexe I. Tur Mazmiace ConTRACT

In a splendid apartment the father of the bridegroom points to his
pedigres, while the rich alderman, father of the hride, studies the marriage
settlement. * The three figures of the young nobleman, his intended
bride, and her inamorato, the Lawyer, show how much Hogarth excelled
in the power of giving soft and efeminate cxpression. . . . Nothing"

MARRIAGE A LA MODE BY HOGARTH

Scexe IV.—Tne Cousress's DRESSING-ROOM
Natinoal Gallery, London.,

Heogarth's powers as a satirist find their fullest expression in this o
polile company enduring an exhibition of ** culture

wking picture of &

writes Hazlitz, * can be more ﬁr'.-'f._r managed than the differences of
character in these delicate personages.”

Scxxz Il Snorriy arrie Marmace

Note the delicious touch of mtire in the four pictures of saints which
adorn the walls of 3 worldly interior. An old steward, shocked at the
way rI;ing: are going, i |1:h"|||g with a bundle of bills and one II!I.'t'i.lﬂ.
The wife sits yawning at breakfast, while the card-tables and the candles,
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still burning, in the room seen beyond, show how the husband, lazing
in his chair, had spent the night. ** The figure, face, and attitude of
the husband are imimitable,” ways Hazlitt. ** Hogarth has with great
skill contrasted the pale countepance of the hushand with the yellow-
whitish colour of the marble mantelpiece behind him, m such a manner
a3 to preserve the Aeshy tone of the former.  The airy splendour of the

W. 4. Manzell & Lo,
"MARRIAGE A LA MODE," DY HOGARTH.
SeENE V. T Dume awn DEatn or ae Eami
Natipnsl Gallery, London,

The tragedy c

minates in the Earls discovery of his wife's unfaithininess and his death
al ibhe hands of the lover, who s escaping through the window,

view of _‘.'|||! roam in 1h|::.. picture is probably not excesded in any of the
productions of the Flemish school."

Scexe III. Tux Vimr To tue Quack Docton

The peer, with a cane in one hand and a box of pills in the ather, rallies
the sardonically smiling quack for having deceived him. * The young
girl,” says Hazlitr, “ who is represented m the victim of fashionable
profligacy, is unquestionably ene of the artist’s chefr-d'ewore. The
exquisite delicacy of the painting is only surpassed by the felicity and



ENGLISH MASTERS, EIGHTEENTH CENT. 205

subtlety of the conception. Nothing can be more siriking than the
contrast between the extreme softness of her person and the hardened
indifference of her character.™

Scene V. Tue Couvwriss's Dressisnc-Roow

The gradations of ridiculous afectation in the Music Scene are finely

Phata z IF, A. Mansell & Cao
SMARRIAGE A LA MODE™ BY HOGARTH.
Scawe V1. Tux Dearw or tex Couwress,

Maticnal Gallery, London

The last act showing the suicide of the Countess, while her father seems more intent on
securing her rings than on consoling the crphan dadghter, whom a nurse bolds up to the
dying mother.

imagined and preserved. The preposterous, overstrained admiration
af the Lady of Quality, the sentimental, insipid, impatient delight of
the Man, with his hair in paper, and sipping his tea, the pert, smirking,
conceited, half-distorted approbation of the figure next to him, the
transition to the total insensibility of the round face in profile, and
then to the wonder of the negro boy at the rapture of his mistress, form
a perfect whole. The sanguine complexion and Hame-coloured hair of
the female virtuoso throw an addinonal light on the character. . . .
The gross, bloated appearance of the Ttalian Singer is well relieved by the
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hard features of the instrumental pecformer behind him, which might
be carved of wood. The negro boy holding the chocolate, both in
expression, colour, and execution, is a masterpiece. The gay, lively,
derision of the other negro boy, playing with the Actzon, is an mgeniows
contrast to the profound amazement of the frst.

Scexk V. Tur Duer axn Dears oF Tae Eare

* Silvertongue,” the young lawyer whom in the last scenc we saw
pasing a masquerade ticket to the Countess, has now been found out.
The Earl, who surprised him with his wife, has fought a ducl and i
dying as the result, while the young lawyer cscapes through a window as
the Watch enters.

Scene VI, Tur Deats or tee Countess

A bottle of poison on the Boor shows that the Countess's death i
self-sought, while the paper near it, with the.words, * Counsellor Silver-
tongue's Last Dying Speech,” reveals the end of another leading character
in the drama. While the father absent-mindedly draws the rings from
the fingers of his dying daughter, the half-starved dog ravenously match-
ing the meat from the table suggests with subtlety the straitencd resources
of the household as a result of previous prodigal expenditure.

While the merited success of his prints and subject-
pictures made Hogarth a very prosperous man, he pre-
served his simple character to the last, and on one occasion
he walked home in the rain, completely forgetting that
now he had his own coach, which was waiting for him.
He had a town house at 30 Leicester Square (now rebuilt)
and a country house at Chiswick, now a Hogarth Munseum,

:nddwhgn he died in 1764 he was buried in Chiswick Church-
yard.

§z

The greatest of Hogarth'’s contemporaries, the link indeed
between him and Sir Joshua Reynolds, was the artist known
as “The Father of British Landscape,” Richard Wilson.
His is one of the saddest stories in British Art, for, though
acknowledged to be one of the most eminent men of his
day, and attaining a modest measure of success in middle
life, Fortune, through no fault of his own, turned her back
on him, and his later years were spent in the direst poverty.
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Richard Wilson was born at Penegoes in Montgomery-
shire on August 1, 1714, the day Queen Anne died and
George | ascended the throne, His father wasa clergyman
of limited means, but his mother was well connected, and
one of her well-off relatives took sufficient interest in young
Richard’. talent for drawing to have him sent to London to
learn painting. Though it is by his landscapes that Wilson
acquired lasting fame, he began life as a pnrtr:it-g‘aintr_r .
one of his earlier portraits of himself is in the National
Portrait Gallery, wElu a very much later portrait, in the
Diploma Gallery of the Royal Academy, we reproduce
(page 299). This magnificent work, which speaks for iteelf,
is enough to prove that even in portrait-painting Wilson
had, among his immediate predecessors, no equal saving
Hogarth.

Like Hogarth, Wilson was of a sturdy, independent dis-
position, little inclined to truckle to the conceit of fashion-
able sitters or tu flatter their vanity, and consequently he
was not the man to make it the staff of his professional
practice, though in 1748 he had acquired a considerable
eminence in this branch of art. [n this year he was com-
missioned to paint a group of the Prince of Wales and Duke
of York with their tutor—a portion of which now hangs in
the National Portrait Gallery—and with the money earned
by this and other commissions he decided in the following
year to carry out a long-cherished wish to visit Italy.

Hitherto there has been a general belief that Wilson
did not attempt landscape painting till he found himself i
Italy, but it fm recently been ascertained ! that he un-
questionably painted landscapes before he left Englana.

In Ttaly Wilson devoted more and more of hus time to
landscape till he finally established himself in Rome as a
landscape-painter, only doing an occasional portrait. His
beautiful pictures of Italian landscapes, in which dignity of
design was combined with atmospheric truth and loveliness
of colour, scon gained him a great reputation in that city,
and his landscapes were bought by the Earl of Pembroke,
the Earl of Thanet, the Earl of Essex, Lord Bolingbroke,

L 0f, Rickard Il ilign and Faringten, by Fraok Rutter, 1923
10*
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Lord Dartmouth, and other Englishmen of high rank who
were visiting Italy. Consequently, when he returned to
England in 1756, his reputation’ preceded him and he
enjoyed 2 considerable measure of success when he first
established himself in London at Covent Garden. But
unfortunately for Wilson, the taste of the eighteenth century
was severely classical, and after the first novelty of his [talian

By eowrtexy of Capl. Richard Foegd
"ITALIAN LANDSCAPE," BY RICHARD WILSON (ryrg-1982.)
A peautiful example of Wiksan's poetie repdiering of llaliag scenery, and of his power o

remder the glow in the shy and the lmpid atmosphere in b spacious Tandscape,  Mobe akso
the dignity and harmony ol the car=fuily Balancmi TS -Iul?;;E

landscapes ware off, only one or two enlightened patrons,
like Sir Richard Ford, were capable of appreciating the
originality and beauty of the landscapes he painted in
England. Thanks to the discrimination of Sir Richard
and Lady Ford, the best collection in the world of land-
scapes by Richard Wilson is still in the possession of the
family, and by the courtesy of Captain Richard Ford we are

permitted to reproduce two fine examples in these pages.
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It is only in the Ford Collection that the full measure of
Wilson's greatness can be seen, for while the splendour of
the flaming sunset sky in * The Tiber, with Rome in the
Distance " reveals how Wilson showed the way to Turner,
the sweet simplicity and natural beauty of * The Thames
near T'wickenham ™ (page 308) proves him also to have been
the artistic ancestor of Constable.

Wilsan’s English landscapes went begging in his own day.
His memorandum-book, preserved in the Victoria and
Albert Museum, South Kensington, shows how he sent them
out on approval and often had them retorned. As his
fortunes dwindled, Wilson despairingly set about paint-
ing replicas of the Italian landscapes which he had found
more saleable, and these repetitions of his Tralian scenes
have done much harm to his reputation in succeeding years,
for the later Italian pictures do not always attain the quality
of the first version when the painter was freshly inspired
oy the original scenery.

Nevertheless, with the help of one or two unaffected
lovers of art and Nature, who bought his English landscapes,
and more who bought repetitions of his Italian scenes, and
with the fees of his pupils—among whom was the diarist,
Joseph Farington, R.A.—Wilson managed for some years
to make a rolerable living, and when the Royal Academy
was established in 1768, George [1l—who in his boyhood
had had his portrait done by this landscape-painter —
nominated Rir:];nrd Wilson as one of the founder-members
of the Academy. At the Academy exhibitions Wilson
exhibited with credit, if withont much commercial success,
and nothing serious happened till 1776, when he sent a

g::;urc of * Sion House from Kew Gardens,” which the
ing thought of buying.

Unfortunately he sent Lord Bute to bargain with the
artist, and this canny nobleman thought the price asked,
sixty guineas, was “ too dear.” “ Tell His Majesty,” said
Wilson roguishly, “ tha: he may pay for it by instalments,”
Had an Irish reer been the intermediary he might have
seen the joke and have made Wilson’s fortune, but Lord
Bute belonged to a race thar is reputed to take money very
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serionsly, and to be not too quick at grasping “he English
sense of humour. He was shocked and scandalised, deeming
the answer insulting ro royalty.

The harmless gibe cost Wilson what little Court favour
he had, and proved to be his ruin. Fortunately, before
this disastrous retort had been made, he had secured the
Librarianship of the Royal Academy, and the salary of this
post, fifty pounds a year, was all Wilson had to live on
during his later years. His few patrons fell away from him,
his brother Academicians—most of whom had been rather
jealous—now shunned him, and he lived in a miserable
garret in Tottenham Street, Tottenham Court Road,
existing chiefly on bread and porter. He had always been
fond of the last—* though not to excess,” said Beechey,
R.A., who knew him intimately—and want of nourishment
rather than excess of liquor wrought sad changes in his
conntenance, so that he became known as * red-nosed
Dick. ™

Just before the end he had a year or two of quiet and
comfort, for he left London and made his home with his
relatives in Wales, where he died, at Llanberis, in 178z,
Wilson did not altogether abandon portrait-painting when
he returned from Italy, and in addition to the noble portrait
of himself, there is in the Academy’s Diploma Gallery a very
beautiful full-length of the young artist Mortimer, whom
he painted about the same time. A splendid portrait of
Peg Woffington, very rich in colour, which hangs in the
Garrick Club, is another example of Wilson’s portraiture
after his return from lralf;

Richard Wilson was the first English artist to show his
countrymen not only the beauty of Nature but the beant
of their own country. He should not be judged by sucﬁ
large pictures as * Niobe ™ and “ The Villa of Mizcenas,"”
which he painted * to order,” but rather—zo far as the
National Gallery is concerned — by his exquisite * [talian
Coast Scene” (No. 2646) and “ On the Wye,” which
together show how beautifully and truly Wilson rendered
the characteristic scenery of the two countries he so deeply
loved.



804 THE OUTLINE OF ART

§3

When Richard Wilson was already learning the business
of portrait-painting in London, Joshua Reynolds was a little
boy of sit. He 2lso was the son of a clergyman, the Rev.
Samuel Reynolds of Plympton Earl, near Plymouth, where
Joshua, the seventh son, was born on July 16, 1723. Sir
Godfrey Kneller died the same year.

Nature and Fortune were both kind to Reynolds: the
first endowed him with courtly manners as well as talent,
the second gave him opportunities to use these to the best
advantage. Doubtless [Ecynolds would have made his way
to the front, by one path if not by another, but it was a
piece of good luck for him when Commodore Keppel of the
Centurion put in at Plymouth for repairs, and met the young
painter at the house of Lord Mount-Edgcumbe. Keppel
took a liking to the painter and offered him a free passage on
his ship to the Mediterranean. Reynolds gladly accepted,
and after a long stay with Keppel at Minorca, went on to
Rome, where he gave himself up to that worship of Michael
Angelo that he retained all his life. His well-known deaf-
ness dates from this early period, and was the result of a cold
which he caught while copying at the Vatican.

From Rome, Reynolds went to Florence, Venice, and
other Italian cities, returning to England in 1753, and then
he settled in London, never to leave it again except for a
holiday. His youngest sister Frances kept house for him,
and he never married ; like Miclael Angelo, the object
of his worship, Reynolds said he was * wedded to his art.”
After living for a time at 104 St. Martin’s Lane, and then
at § Great Newport Street, he made his permanent home
at 47 Leicester Square, and Messrs, Puttick & Simpson now
hold their auctions in the room that was once his studio,

Reynolds did not capture the town at the first assaunlt ;
the deep richness of .he colouring he had adopted from the
Venetian masters, and the atmospheric contours of his
forms, did not appeal to connoisseurs accustomed to the
lighter colour and harder outlines of Kneller ; but sup-
pored by the influence of Lord Mount-Edgcumbe and
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Admiral Keppel, he gradually became acknowledged as the
head of his profession. When the Royal ﬁuﬁcmy was
founded, his appointment as President met with universal
approbation, for it was felt that no painter could fill the
office 50 well. Reynolds, as Mr. E. V. Lucas points out,
“ was sought not only for his brush, but also for his com-
pany ; .and thoogh he did not court high society, he was
sensible of the advantages it gave him, &h:r and finer in-
tellects also welcomed him—such as Dr. Johnson, Burke, and
Goldsmith—and his house became a centre of good ralk.”

Reynolds was not only a great painter, but a great gentle-
man, for long before tg: King knighted him in 1769, five
days before the opening of the first Academy exhibition, he
had shown court and society * that a painter could be a
wise man and a considerable man as well.”

The story of Sir Joshua’s life is not dramatic; it is the
Erl:dd, smoothly running story of his art, of well-chosen

iendships, of kindly actions, occasional displays of pro-
fessional jealousy—for he was human and not an angel—
and of a happy domestic life. When his brother-in-law
Mr. Palmer sied in 1770, Sir Joshua adopted his daughter
Theophila, then thirteen, and later her sister Mary Palmer
also came to live with him, so that though a bachelor
Reynolds was not without young people in his house. Both
his nieces remained with him till they married, and it was
Theophila's daughter, little Theophila Gwatkin, who was
the original of one of Reynolds’s most charming and popular
paintings, “ The Age of Innocence ™ (see page 287).

His grand-niece was six yeans old wﬁ;n Reynalds, in
1788, painted her portrait, 3 work which in conception and
in every touch proclaims thar it was “ 2 labour of love.”
Indeed, nowhere do the simplicity, the benevolence, and
the affectionate nature of the man shine our more beauti-
fully than in his jamtings of children. Splendid and
decorative in its colour-scheme and open-air sctting, his
* Mrs, Richard Hoare with her Infant Son ” (see preceding
page) in the Wallace Collection has the same winning
simplicity of intention ; for it is much more than a mere
portrait, 1t is a grave and tender expression of a mother’s love.
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The other side of Sir Joshua’s art, ** the grand manner,”
is seen in the famous ** Mrs Siddons as the Tragic Muse ™
{see page 301) and in * Miss Emily Pott as Thair " fprcc-;:dilna
page). This was the side most admired by his contemporaries,
:nge we must admit that Reynolds had a rare power of
dramatic }resentation, which found its happiest outlet
when he was dealing with contemporary subjects. * The

Fhota: W. A. Maenwll & Co,
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Tragic Muse ™ is something of a wreck to-day, because in
his desire to emulate the deep, rich colouring of the
Venetians, Reynolds made uee of bitumen, 2 pigment which
gives brilliant immediate results but never dries, and in
time trickles down a canvas in channels, ruining its surface.
This pigment, which liquefies like asphalt when the sun
is hot, is chiefly responsible for the poor condition to-day
of many paintings by Reynolds, and it must be admirted that
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as a craftsman he was not so particular as Wilson and Hogarth,
who were more careful in ¢ ﬁﬂr choice of pigments,

When Sir Joshua was sixty-six he lost the sight of his left
eye, and from this calamity and the dread of losing the other,
which was threatened, he never recovered. For three years
he lingered on, seeing his friends and bearing his infirmity
with fortitude, but the will to live was gone when he could
no longer Prnl:tis: hiz art with assurance, He died on
February 23, 1792, and was buried in state at 5t Paul's
Cathedral.

* 1 know of no man who has passed through life with
more observation than Reynolds,” said Dr. Johnson ;  when
Reynolds tells me anything, I consider myself as possessed
of an idea the more.” Sir Joshua himself was distinguished
by his literary abilities, and his * Discourses on Painting,"”
which formed his yearly addresses to the students of the
Royal Academy, are treasured and read to-day both fo
their literary merit and their instructive art teaching,
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THE ART OF GAINSBOROUGH, ROMNEY, RAEBURN,
HOPPNER, AND LAWRENCE

§1

HORTLY before little Joshua Reynolds celebrated
his fourth birthday in the West of England, there

was born in the Eastern Counties a babe destined to become
his greatest rival in life and death. Thomas Gainsborongh
was born in 1727 at Sudbury, in Suffolk, He was one of
a large family, his father being a wool manufacturer and
clothier of moderate means, while his mother was 2 woman
of education, the sister of a schoolmaster and herself a2
skilful painter of flowers. Thomas inherited his mother’s
love of Nature and her talent for art, and spent his boyhood
rambling about the countryside and sketching the scenery
round gudbury. His gift for catching a likeness revealed
itself early. One day, having seen a man robbing an orchard,
he made a quick sketch of him, with the result that the
robber was recognised from Gainsborough’s drawing and
arrested. The boy’s faculty for copying, however, was not
always exercised in the interests of law and order; and on
another occasion, when he desired to play truant, he forged
his father's handwriting in a letter to the schoolmaster,
asking for a day’s hnli«fay. The ruse succeeded, but was
subsequently found out, and seeing clearly that the boy
would work at nothing bu his drawing and his sketching,
the father wisely sent his son at the age of fifteen to London
to study art under the French engraver Henri Gravelot.
Young Gainsborough also studied at the St. Martin’s Lane
.A.Eldﬁm?. and later bffﬂ.ml: the Fupﬂ of the pﬂrr_rait-

painter Francie Hayman (1708-76), with whom he con-
310
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tinued nearly four years. In 1745 he returded to his native
town of Sudbury, where he began practice as a portrait-
painter and occasionally Pzin:e:f a small landscape for his
own pleasure.

Unlike Reynolds, who was * wedded -o his art,” Gains-
borough married when he was only nineteen. He fell in
love with Margaret Burr, a beautiful girl of eighteen, who
fortunately possessed an income of [200 a year of her own,
and as no obstacles were raised to their wedding ‘he boy-
and-girl couple scttled down at Ipswich, where Gains-
borough scon acquired a considerable local reputation as a
portrait-painter. Here his two daughters were born and
the painter led a happy domestic life, sketching in the
country between the intervals of his professional por-
traiture and spending his evenings playing the violin—for
he was devoted to music—either in his own home or in the
houses of some of his friends.

In 1760 he was tempted to leave this simple life at
Ipswich and moved to Bath, a fashionable centre to which
everyone who was anyone in London society came sooner
or later. From a professional point of view this move was
the beginning of Gainsborough’s fortune, for the fashionable
world soon flocked to the studio of this “ new man ™ who
made his sitters look so august and distinguished, and the
modest provincial, who had begun painting three-quarter
lengths at five guineas apiece, now asked eight guineas, and
was soon able to increase his figure 1o something nearer
London prices. But while his fortunc waxed, his happiness
waned, and having now secured the eatry into the fashion-
able world, Gainsborough began to pay attention to other
ladies and so excite his wife’s jealousy. His home life was
no longer simple or happy, ancf as time went on his pzivate
troubles increased, for both Mrs. Gainsborough and his
two daughters became subject to mental derangement. To
the world, however, he continued to show 3 cheerful face,
and his sprightly conversation and humour made Gains-
borough a welcome favourite in all saciety.

In time the fame of the Bath painter 'spn:ad to London,
where Gainsborough occasionally exhibited at the Society
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of Artists, but though in 1768 he was chosen as one of the
foundation members of the Royal Academy, he did not
immediately leave Bath. He came there when he was
thirty-three ; and it was not till he was forty-seven that he
was persuaded to move to London. In 1774 he took a
part of Schomberg House in Pall Mall, and his success
was immediate, * The King sent for him and Duchesses
besieged his studio.” Society was rent in twain, divided
into a Reynolds faction and a Gainsborough faction, and
under these circumstances it is not altogether surprising
that 8ir Joshua’s jealousy did not allow him to be quite fair
to his rival, whose power of securing a likeness he once
formally denied.

Many stories are told of the rivalry between the two
painters, and they have mostly increased with the telling in
the conrse of years. Asan example of the growth of legends,
we may cite the widely circulated story that Reynolds at an
Academy banquet once proposed the health of * Mr.
Gainsborough, the greatest landscape-painter of the day ™
wherenpon gRichard Wilson is said to have retorted, “ Ay,
and the greatest portrait-painter, too.”

The original version of this incident is told by Thomas
Wright in his Life of Richard Wilson, published in 1824,
and here we learn that the dialogue took place, not at an
Academy banguet, but at the Turk’s Head in Gerrard
Street, shortly after Gainsborough had arrived in London
from Bath. i/leeting Richard Wilson there, Reynolds in a
bantering spirit said, * Have you heard, sir, that our greatest
landscape-painter has come to Town ¢

“ Nay, Sir Joshua,” retorted Wilson, “ you mean our
greatest portrait-painter.” Thus what was originally a
Ei:ce of good-humoured chaff between two great artists

s been twisted by inaccurats repetition into a display of
malicionsness on both sides.

Nevertheless it must be admitted -hat there was a decided
coolness between Reynolds and Gainsborough, and this was
natural enoungh, for not only were the two men competitors
for the patronage of Society, they were also temperament-
ally too far apart to understand one another completely.
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* With Reynolds,” Sir Walter Armstrong has said, * de-
liberation counted for much; Gainsborough’s good things
are impromptus.” The seriousness and slight pompesity
of Reynolds could not mix easily with the free-and-
easy gaiety of Gainsborough. To Gainsborough, Reynolds
secmed something of a pedant ; to Reynolds, Gainsborough
appeared rather a frivolous person. For many years neither
missed many opportunities of getting a ig™ at the
other.

In his discourse to the Academy students in 1778, Reynolds
observed that blue should not be massed together in a
picture, whereupon Gainsborough proceeded subsequently
to paint his famous *“ Blue Boy ” and, by his brilliant success
with the boy’s blue dress, put Reynolds in the wrong. It is
highly probable that the blues which figure so prominently
in_ his beautiful portrait of “ Mrs. Siddons” (see page
311) are another expression of Gainsborough’s disapproval
of Sir Joshua's dogmatic teaching. We have only to
compare this Gainsborough portrait with Reynolds’s
painting of the same actress as “ The Tragic Muse ” to
realise the difference between the two artists. Reynold:
painted his picture in 1783, Gainsborough his in” 178
when Mrs. Siddons was twenty-eight ; bu, though m:tnal?;
a year younger, everyone will agree that the actress looks
years older in Sir Joshua’s pictare, Reynolds emphasised
the intellectual qualities of the great trapedienne, his
endeavour was mqs]mw the sublimity of her mind ; Gains-
borough was content to show the charm and vivacity of her
person, and that is why Mrs. Siddons looks younger in his
portrait. Another temperamental difference between the
two artists is shown in their hobbies ; while Sir Joshua was
interested in Literature and delighted in conversing with
the learned, Gainsborough’s ruling passion was Music, He
was not only a good musician himself bur was completely
carried away by the playing of others. Once when a
talented amateur, a Celonel Hamilton, was playing the
violin at his house, Gainsborough called out, “Go on,
on, and I will give you the picture of ¢ The Boy at the Stile’
which you have so often wished to bay of me.” The
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Colonel * went on ™ and eventually returned home with the

coveted picture as his reward. This love of music makes

itself felt in Gainsborough's pictures, which are lyrical, the

paintings of an artist who sings, while those of Reynolds are

more philosophical, the pictures of a2 man who thinks in
aint.

Of all the English eighteenth-century portraitists (Gains-
borough is the lightest and airiest, and in freshness of colour
and in gracefulness without affectation his portraits more
than rival those of Reynolds. His * Miss Haverfield” (see
page 315) is more of a little lady than any of Sir Joshua's
children, and though her gentility may not be accounted
a virtue, and while we must admit that Reynolds’s “ Age
of Innocence ” has more psychological profundity, ye we
cannot find another portrait in the world which excels this
Eﬁboruugh in rendering the flower-like charm of child-

Though by his portraits Gainsborough acquired so con-
siderable a fortune that he could afford to have country
houses at Richmond and in Hampshire as well as his town
house, his landscapes rarely found buyers, and remained
** admired and unsold till they stood ranged in long lines
from his hall to his jainting-room.” At his death his
house was filled with his own landscapes. The end came
with some suddenness. A pain in the neck, to which he had
paid little udttention, turned oot to be due to a cancer, and
when the physicians pronounced his case hopeless, he
settled his affais with composure and prepared to meet
death. He was particularly anxious to be reconciled with
Sir Joshua and begged him to visit him on his death-bed.
When Reynolds came an affecting reconciliation cook place ;
“We are all going to Heaven,” said Gainsborough, “ and
Vandyck is of the party.” Thomas Gainsborough died on
August 2, 1788, um:F by his own desire was buried as privately
as possible in Kew Churchyard. Sir Joshua Reynolds was
one of the pall-bearers, and in his presidential address to the
Academy in the following year he paid an eloguent tribute
to the memory of his former rival.
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The third great English portrait-painter of the eighteenth
century was George Romney, who never exhibired at the
Roéynl Academy, and all his life was hostile to that institution
and to its president, Sir Joshua Reynolds. Romney was
born at Dalton-in-Furness, Lancashire, in 1734, when
Reynolds was a boy of eleven and Gainsbarough a child of
seven. He was one of eleven children, and his father was
a2 man of many occupations—farmer, builder, cabinet-
maker, and dealer—and little prosperouns in anything he
undertock. George Romney consequently had his education
neglected : at eleven years old he was helping his father in
the workshop, and there he displayed precocious ability in
drawing portraits of the workmen and other people. When
he was twenty he made the acquaintance of a vagabond
artist named Christopher Steele, who journeyed from place
to place making portraits, and in 1755 this man secured
Romney as hiz pupil and took him with him on his travels.
In the following year Romney fell ill with a fever and was
tenderly nursed by his landlady’s daughter, a domestic
scrvant named Mary Abbott, and being a highly-strung
romantic youth Romney married this girl in the first burst
of his gratitude, and later found her utterly unsuited to be
his mate. Steele meanwhile had settled at York and
summoned Romney to join him there as soon as he was well
enough, and since he was not earning enough to keep a wife
Mrs. Romney had to go back to service when her husband
rejoined the man to whom he was apprenticed.

There was little good that Steele, 2 medincre artist and 2
loose liver, could teach Romney, and their association was
more profitable o the older than the younger man, and
after a year or two in bondage at York, Romney managed
to purchase his freedom, and he then made a home for his wife
at Kendal. With this town as his headquarters, he rambled
about the Lake Country painting heads at [2 2s. each and
small full-lengths at £6 6s, till in 1762 he had at last
managed to save a hundred pounds.

Romney was now twenty-eight, and he felt thar if ever
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he was to ::nzln: his fortune by his art he must seek it in
London. 5o giving L70 to his wife, with the remaining
£30 he came to the capital, where he at once competed for
a prize offered by the Society of Arts for an historical picture
on * The Death of Wolfe.” Romney was at first awarded
a prize of fifty guineas for his version of this theme, but
later the judges reversed their verdict and awarded the
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fifty guineas to John Hamilton Mortimer (1741-79), 2
ung friend of Richard Wilson and Reynolds, and gave
Eamney only a consolation prize of twenty-five guineas.
Romney, not unnaturally, believed this reversal of the
first judgment to be the result of favouritism, and to the
end of his life he thought that it had been brought about by
Reynolds, who had been actuated by fear of a rival. In
1766 Romney again gained a premium for his * Death of
King Edward ” from the Society of Arts, to which he was
now admitted a member, and henceforward he hilx_'t::lﬁ;it:t}
regularly at the Society’s exhibitions, but alwa oo
from th{ Academy. E: 1767 he paid a visit torljﬁs wife and
two daughters at Kendal, and returning alone to London
s00n ta.t,agbﬂnhed himself in public favour, and in the early
‘seventies he was making over . thousand a year by his
profession. He thought the time had now come when
he should visit Italy, and in March 1773 he set off for
that country in the company of a brother aruist, Ozias
Humgphrey (1742-1810), who afterwards became a famous
miniature-painter. At Rome, Romney separated himself
from his fellow traveller and led a hermit's life, shunning
the society of his compatriots, and giving his whole time to
work and study. In 1775 he made his way back to England
via Venicc and Parma, studying with advantage the work of
io in the latter city, and reaching London in the

month of July. Greatly improved now in his colouring
and confident in his increared knowledge and power,
Romney boldly took the housc and studio of Francis Cotes,
R.A! (1725-70), who had been one of the chief of the
older portrait-painters, at 32 Cavendish Square, and there
seriously entered into competition with Reynolds. Gains-
borough, it will be remembered, did not come to London
till 1779, so that Romney, though the younger man, was
the first formidable rival hat Reynolds had to enduore.
Charging {15 15s. for a head life-size, Romney soon found
himself surrounded by sitters, and Reynolds was alarmed
at the way in which his practice for a time was diminished
by the painter to whom he contemptuously referred as
* the man in Cavendish Square” Later Romney had so



Pt » . A. Masisef] & Cos

LADY HAMILTON, BY ROMNEY.
National Gallery, Landon.,

ghl dewote
{ascine

For nearly five yearn Rowsey negle ed wealthy aitters in order that be mi
himsell witboul misruption to partrayving, in various Eiudes the inexhgist
tion of the wonderful woman known to bistary as * Nefou's enchant




822 THE OUTLINE OF ART

many commissions that he was able to put up his prices,
but even so he received only about 8o guineas for the
full-length portraits which now fetch many thousands
of pounds when they are sold by auction at Christie’s.
When Reynolds died he left a fortune of [80,000 earned
by his brush, and though Romney was not successful to
this extent he made a good living, his income in the year
1785 being £3635.

But Romney was never a mere money-grubber, and when
at the age of forty-eight he first met his most famous sitter,
the dazzlingly beautiful Emma Lyon, known to history as
Lady Hamilton, he was so fascinated by her extraordinary
personality, that time after time he refused all kinds of
wealthy sitters in order that he might continue uninter-
ruptedly to paint the lovely Emma. In 1782 the future
Lady ]-{a.milmn was a mere girl of twenty or twenty-one,
living under the protection of Charles Greville, who four
years later—when he was in money difficulties—heartlessly
handed her over to his uncle, Sir William Hamilton, who
treated her more kindly and honourably. For five years
Romney painfed this fascinating creature continually in a
variety of characters, and though gossip soon busi::if itself
making scandal out of their relations, there is no evidence
that the painter’s affection for her was anything but
platonic. Of his many paintings of her we reproduce one
of the most charming, the * Lady Hamilton ™ (sec preceding
page) in the National Portrait Gallery.

In the art of George Romney there is a peculiar feminine
quality which gives an extraordinary winsomeness, almost
a pathos, to his paintings of frail women. There is a paternal
tenderness rather than the passion of a lover in his paintings
of Emma Hamilton and of another famous beauty, Mrs.
Robinson, known as * Perdita ™ (see Page 327). Romney’s
beautiful portrait of the last in the Wallice Collectdon was
done while this gifted actress was under the protection of
the Prince of Wales, afterwards George IV. But that
royal rascal soon tired of her, and at the age of twenty-four
she had already been abandoned by * the first gentleman
in Europe.” hen he sent her away the Prince gave her
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a bond for [20,000; but he never paidand it, * Perdita ™
Robinson died in 1800, poor and paralysed.

Nobody has yet discovered who was the original of Romney’s
most famous masterpiece, * The Parson's Danghter " (see
page 31g), but we may imagine that this beautiful creature,
with a gentle melancholy behind her smile, was also one of
the frail sistcrhood to which both Lady Hamilton and
Mre. Robinson belonged. The extraordinary sweetness and
simslicit;ur of Romney’s portraiture of women has the same
tender reverence for the sex that we find in The Ficar of
W akefield, and the peculiar winningness of Romney is
perhaps best described by placing him as the Gold_nmit{n of
Eugiis:n painting.

Though he never brought his wife and family to London
—where it is probable that they would have felt ill at ease
in a sphere to which they were not accustomed—Romney
supported them in comfort, and when after years of hard
work in London his health broke down, he went back to
his wife at Kendal. She received him without reproaches,
and under her affectionate care the tired, worn-ont genins
“ sank gently into second childhood and the grave.” He
died at Kendal on November 15, 1802,

§3

The greatest portrait-painter that Scotland has ever
pmdnces, 8ir Henry Raeburn, R.A., belonged to a younger
generation than any of the artists whose lives we have so
far recounted. Raeburn was born at Stockbridge, a suburb
of Edinburgh, on March 4, 1756, and so was thirty-three
years younger than Reynolds, twenty-nine years younger
than Gainsborough, and twenty-two years younger than
Romney. His father, a well-to-do manufacturer, died when
young Henry was six, and his elder brother then locked
after him, had him educated at Herlot's School—where he
showed his leaning by making caricatures of his masters
and school-fellows—and apprenticed him at the age of
fifteen to an Edinburgh goldsmith. There he also began
to paint miniatures, and these gradually attracted attention
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till Raeburn broadened out into oil portraits and land-

sca -

EE:: Gainsborough, he loved to ramble about the country-
side sketching, and in one of his open-air sketches he intro-
duced the figure of a charming young lady whom he had
seen crossing the meadow. Some time later this young
lady presented herself at Raeburn’s studio to have her
portrait painted, She was the widow of a wealthy French-
man, Count Leslie, but herself a Scottish girl, her maiden
name having been Ann Edgar. During their sittings the
artist and his model fell deeply in love with each other ;
there was no one to hinder their union, so they were quickly
married, and at the age of twenty-two young Raeburn
found himself the possessor of a charming wife, a fine house
at Edinburgh, and a comfortable income which made “ pot-
boiling ** unnecessary.

Under these happy circumstances he rapidly came to the
front as a portrait-painter. About 1785 he visited London
and called on Sir Joshua Reynolds, who, himself now almost
an Old Master, showed the young artist every possible
kindness and gave him much good advice. Reyunldlz urged
him to visit Rome and “saturate” himself in Michael
Angelo, generously offering to lend him money for the
journey. This, however, Racburn did not need, but he
followed the advice of the veteran, and went to Rome, where
he remained for nearly two years and greatly strengthened
his art, In 1787 he rctu.rn:cf to Edinburgh, and soon after,
inheriting some property from his brother, he built himself
the splendid studio and picture gallery in York Place, which
still stands and is known as “ Raeburn House.”

From this time on till the day of his death in 1823, the
career of Raeburn was an unbroken sequence of happiness
and success.  Acting, it is said, on the advice of Lawrence,
he wisely preferred to be the best painter in Edinburgh
rather than one of several good painters in London. But
though he never resided in England, he ‘exhibited regularly
at the Academy from 1792 to the year of his death; he
was elected an Associate in 1812 and made a full Academician
three years later. He was knighted when George IV visited
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Edinburgh in 1822 and scon afterwards appointed His
Majesty’s Limner for Scotland.

Racburn was probably wise to remain in Scotland, for it
is by no means certain that the rugged truthfulness which
was the chief characteristic of his portraiture would have
pleased London society. He was the most vigorous of all
the eighteenth-century British portrait-painters, and none
of them succeeded so well as he did in setting on canvas
the splendid figure of a man. Though he has left ns many
noble and dignified paintings of women, Raeburn is held
to have excelled himself in male portraiture, and his master-

iece, * Sir John Sinclair * (see page 324), can hold its own
or vitality, selidity, and dignity with any painted man in
cxistence.

Racburn was one of the most methodical and industrious
of all the world’s great portrait-painters. He rose at seven,
breakfasted at eight, entered his studio at nine, and worked
there till five in the afternoon. It is said that he spent more
time looking at his sitters than in painting them, for he
would search the countenance before him till he had pene-
trated to the character of the person, and then beginning
with forehead, chin, nose, and mouth, he would paint
away rapidly, never making any prelimin drawing, and
never using a mahl-stick to support his brush. His method
was free and vigorous, and the results he obtained by it
preserved the freedom and vigour of his process.

Though money is not everything in art, it is a rough-
md—rcasy index to the estimation in which a painter is held,
and therefore it may be mentioned here that the sale-
room record for a British portrait was made in 1911 by 2
Raeburn, which fetched 22,300 guineas at Christie's.

§4

Within the space of this OurLing it is not possible to
enumerate all the talented painters who made England
during the eighteenth century the most prolific country
in Europe for the production of notable works of art. The
wealth of the country and the patronage extended to art
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by the Court and Society brought painters from all over
the world to London, and in agditinn to the native-born
artists many foreign painters settled in London, among
them being the two American historical painters, John
Singleton Copley (1737-1815) and Benjamin West
(1738-1820), who succeeded Reynolds as President of the
Royal Academy.

In portraiture, however, the truc heir of Reynolds was
John ];'[Dppncr (1758-1810), who, though born at White-
chapel, was from childhood brought in touch with the high
personages he was afterwards to paint. His mother was
employed at Court, and his father—though there is some
mystery about his birth—is said to have been a sorgeon,
George 111 was certainly interested in the boy when he was a
chorister at the Chapel Royal, and perceiving his aputude
for art he made the lad a small allowance, and in 1765 got
him admitted as a student to the Academy schools. There
Hoppner gained the gold medal in 1782, and larer when he
settled at 18 Charles Street, St. James's Square—close to
Carlton House—he at once had the favour of the Court.
He painted Mrs. Jordan for the Prince of Wales, and the
three princesses for the King, and soon became the fashion.
Though too much influenced by Reynalds to be considered
a very original artist, and too hard as a rule in his colour
and not strong enough in his drawing to be considered that
great man’s equal, Hoppner has nevertheless left us many
charming portraits, among which *“The Countess of
Oxford ” (see opposite page) is usually considered to be his
master-work., In this thonghtful head we see thar Hoppner,
like Reynolds, was also a scholar and a thinker, and he not
only had great intelligence but the capacity to express his
thoughts clearly and well. He was associated with Gifford
of the Quarterly Review, to the first numbers of which he
contriboted some brilliant articles, which do credit to his
powers of literary expression, to his artistic judgment, and
to his goodness of heart, but, owing to his intimate relation-
ship with this famous Whig periodical and its editor, he
gradually lost the favour of the Court, which was given to
the Tory party and its protégé, Thomas Lawrence.
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Sir Thomas Lawrence (1769-1830), who succeeded West
as President of the Royal Academy in 1820, had the
romantic career of a child prodigy. His father was an
innkeeper who, when young Thomas was three, kept the
“ Black Bear ™ at Devizes, where people of fashion used to
stay on their way to and from Bath. Though the child
got little education, he was wonderfully gifted and a lovely
child in appearance. He was petted by his father’s guests
and entertained them by quaint recitations and by drawing
their likenesses with a precocious skill which soon made
the child at the “ Black Bear ™ the talk of the Bath Road.
He was allowed to copy pictures in the great houses in the
neighbourhood before he was ten years old, and once he
was taken to London to be exhibited as a phenomenon, for
his father, a complete adventurer, lost no opportunity of
making money out of his son. Finding his son likely to be
more profitable than his innkeeping, the father sertled
at Bn:ﬁ, where the pretty boy opened a studio and drew
heads in charcoal for a guinea apiece.

In 1785, when he was only sixteen, Lawrence began to
paint in oils, and two years later his father thought it
worth while to remove to London, and this youth of
eighteen was given a studio at 4 Leicester Square, near the
great Reynolds, upon whom he called, and who was exceed-
ingly kind and encouraging. While continuing to keep
his family by the pictures he painted for money, Lawrence
was now able to study at the .gcadem_r schools. Prosperity
increased as his talent matured, and soon after he had turned
twenty he took a larger studio at 24 Old Bond Street ; he
was already the talk of the town and the darling of Society.
As gracious and charming in his manners as he was in his art,
royalty delighted to honour him, and in 1791 George IT1
compelled the Academy to admit him as an Associate,
though according to its rules twenty-five was the minimum
age at which an Associate could be elected, and Lawrence
had only just turned twenty-two. The King's will broke
through the Academy’s law, and when Reynolds died in the
following year, Lawrence, at the age of twentp-three, was
appointed the King’s principal portrait-painter-in-ordinary.
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The way was now open for his unbroken trinmph. John
Opie (1761—1807), the Cornish painter, whose art was much
stronger and more robust, might have been a formidable
rival had he not been too abrupt and caustic in his speech to
please a public that liked to be flattered. It was Opie who,
when asked ance how he mixed his colours, made the fameus
reply, “ With brains, sir.”

Hoppner also had lost his chance by attaching himself
to the wrong political party, so young Lawrence had it all
his own way, and after being made a full R.A. when he was
only twenty-five, on the death of Benjamin West in 1820
he was unanimously clected the new President. Five years
before this he had been knighted, and during the interval
between his knighthood and his Presidency he had wvisited
the chief Courts of Europe and painted more crowned heads
than any other English artist before or since. His prices
were higher than those of any artist before him : for a head
he received 200 guineas, for a full-length his usual terms
were 00 to 700 guineas, but for some portraits—like that
of “ Lady Gower and Child "—he received as much as
1500 guineas.

Like Reynolds, Lawrence never married, but he was
engaged for a time to the daughter of Mrs. Siddons, and
treated the poor girl so badly that a tragedy ensued. He
wai so notorious a flirt that when he was painting the
portrait of Caroline of Brunswick he was required to draw
up an affidavit as to the propriety of his conduct. Though

opular and tremendously successful, the private life of
wrence was not particularly happy ; and though he made
reat sums he was often in financial difficulties owing to
oolish purchases. He was constantly tempted to pay
extravagant prices for paintings by Old Masters, and his
numerous acquaintances—for he had few real friends—
often took advantage of his kindness and generosity, His
fame is lower to-day than it was in his lifetime, for there
was an inherent weakness both in his art and in his character.
The refinement of his drawing is still to be admired, but he
had not the love of truth which distinguished his great pre-
decessors, and beside their work the portraits of Lawrence
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are apt to appear artificial and insipid. He is seen at his best
i his portrait of “ Lady Blessingron ” {page 332) in the
Wallace Collection, and looking at this elegant portrait of
an elegant woman we perceive the subtlety of what Campbell
said about the artist. * Lawrence,” 3’1:: poet remarked,
* makes one seem to have got into a drawing-room in the
mansions of the blest and to be looking at oneself in the
mirrors, "’

Another precocious child artist of the eighteenth century
was the famous woman-painter, Angelica Kaufmann (1741~
1807). She was the daughter of a mediocre Swiss portrait-
painter who settled in England, and when she was ten
years ald Angelica was executing portraits in crayons with
the assurance of a professional. Owing to the sex prejudice
which existed in her day, she was taken by her father to the
Academy in boy's clothes, so that she might improve her
drawing. When she was in her middle *teens she accom-
panied her father to Milan, Florence, Rome, and Venice, and
1t was at the latter city in 1764 that she made the acquaint-
ance of the wife of the English Ambassador, who took a
great fancy to the clever young artist and brought her back
with her to England. Thus introduced to England in
1765, she soon became a general favourite, the young Queen
being particularly attracted by her scholarly mind and
amiable personality. In 1769 she was nominated one of
the foundation members of the Royal Academy. The
same year she was unhappily deceived into a secret marriage
with the valet of Connt de Horn, who had passed himself
off for his master. This scoundrel treated her badly, and
she only managed to buy back her liberty by giving him {300
on condition that he took himself off 1o Germany and did
not return to England. With the exception of this painful
episode, the private life of Angelica Kaufmann was as happy
and serene as her own pictures, and after the false count
had died she married again in 1780. Her second husband
was a Venetian painter, Antonio Zucchi, with whom, and
with her father, she returned to Italy two years after her
marriage, and finally settled in Rome, where, happy,
popular, and universally esteemed, she lived twenty-foive
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years till her death in 1807. “ The Portrait of the Artist,”
which we reproduce (page 333), gives a good idea of
the personal charm of Angelica Kaufmann as 2 young
woman, and of the soft gracionsness which distinguishes her
painting,
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THE FREENCH REVOLUTION AND ITS INFLUENCE
ON ART

THE WORK OF DAVID, VIGEE LEBRUN, GROS, INGEES,
AND GOYA
§1
O lock at the calm and serene British portraits
illustrated in the last two chapters, it is difficult
to realise that England was engaged in warfare almost con-
unuously during the century in which they were painted.
While Reynolds, Gainsborough, and their successors were
building up the reputation of English art, statesmen,
soldiers, and sailors were laying the foundations of the
present British Empire, Wolfe in Canada, Clive in India,
and Nelson on the high seas. We have seen how profusely
art flowered in England while her empire abroad was
expanding, and we must now turn our attention to the
progress of art in that country which throughout the
century was England’s constant foe.

To appreciate the effect of the French Revolution on
the painters of France, it is advisable to consider briefly the
cuniitinn of artists in the eighteenth century, The French
Academy, founded in 1648 for the advancement of art,
had become a close body, exercising a pernicious ryranny.
Artists who were neither members nor associates were
not allowed to exhibit their works in public, and even
Academicians were not supposed to show elsewhere : one of
them, Serres by name, was actually expelled from the
Academy because he had independently exhibited his
picture * The Pest of Marseilles ™ for maney. The only
concession the Academy made to outsiders ‘was to allow
them once a year, on the day ?f the Féte Diey, to hold an

33



Copyright photo ; Eyre & Spothswoods, Iid
E. L. VIGEE LEBRUN

g her art, Mme Elizabeth Lowise
yih and bved late into the
harming portrait of herseif and
reak of the French Bevolution.

Ome of the first woman-palnters to reach high distine
Vigee Lebrun painted Cuesn Marie Antolostts in
nineteenth century, She married very young, and

ler daughter was painted shortly before the ont

L)



338 .THE OUTLINE OF ART

* Exhibition of Youth ” in the Place Dauphine, which was
open for only tewoe hours,

At the last Salon held under the old monarchy in 178g
only 350 pictures were exhibited: in 1791 the National
Assembly decreed that an exhibition open to all artists,
French and foreign, should be held in the Louvre, and the
number of pictures shown was 794. In the year of the
Terror (1793) the number of exhibits exceeded 1000: in
1795 the number of pictures shown increased to 3048,
These figures tell their own story, and show that the first
thing the French Revolution did for art was to give painters
a fuller liberty to display their work to the public. Further,
nomrithjtal:tr\:tl}i’ng the exhausted state of the finances, the
Revolutionary Government encouraged artists by distri-
buting annual prizes to a total value of 442,000 francs, and
began the systematic organisation of public museums. On
the 27th July 1793 the gﬂuvcntiun decreed that 2 musenm
should be opened in the Louvre, and that art treasures
collected from the royal palaces, from monasteries, and
from the houses of aristocrats who had fled the country
should be placed there. At the same time 2 sum of 100,000
francs was voted for the further purchase of works of art.

While in some parts of the COUntry an ignorant and
savage mob ruthlessly destroyed many precious monu-
ments, libraries, and art treasures, the leaders of the Revolu-
tion throughout showed a special solicitude not only for
contemporary art but also for the monuments of the past,
Yet while the Revolution did everything it could to foster
contemporary art, and to preserve and popularise the best
art of the past, it could not produce one really great master
of painting or sculpture. Now, if ever, we might expect
to find a realism and a 1‘[1&!3‘1I sa?agc !I!'I:Ilgth in art ; yet
the typical painting of the French revolutionary period
i cold and correct, and its chief defect is jrs bloodlessness.
While in England the taste, as we have seen, was all for 4
happy Romanticism in art, the taste of revolutionary
France was for a stern Classicism. A nation aspiring to
recover the lost virtues of antiquity was naturally disposed
to find its ideal art in the antique, and just as politically
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its eye was on republican Rome rather than on Athens, so
its Classicism in art was Roman rather than Greek. The
man who gave a mew direction to French painting was
Jacques Louis David (1748-1825), who, curiously enough,
was a distant relative of Boucher, and, for a time, worked
under that master, whose art in later years he cordially
detested. Later he became the pupil of Vien (1716-1809),
whom he accompanied to Rome when Vien was appointed
director of the French Academy in that city. In Rome
David became absorbed in the study of the antique ; and
began painting pictures of classical subjects, which were well
received when exhibited in Paris. During the Revolution
David became an enthusiastic supporter of Robespierre, and
though he was in danger for a time after the fz]f of Robe-
spierre, he escaped the perils at the end of the Terror by
wisely devoting himself to art and eschewing politics. When
the Directory created the Institute of France on the ruins
of the old monarchical academies, David was appointed one
of the two original members of the Fine Arts section and
charged with the delicate mission of selecting the other
mem bers.

Henceforward David was omnipotent in French art.
Like so many other revolutionaries, he was completely carried
away by the genius of the First Consul, who seemed to him
the right Ceesar for the new Romans. One morning, after
Bonaparte had given him a sitting for a head, David spoke
enthusiastically of the General to his pupils. * He is a man
to whom altars would have been erected in ancient times ;
yes, my friends, Bonaparte is my hero.” But the portrait
of his hero was never completed, and only the head remains
to-day, for Napoleon disliked long sittings and did not care
for exact: likenesses. What he demanded from an artist
was a picture to rouse the admiration of the people, and to
satisfy this demand David painted * Bonaparte crossing the
Alps,” “ Napoleon distributing the Eagles to his Army,”
and similar pictures which, though correct and precise in
drawing, seem cold, strained, and dull to-day.

The best works of David are not his u?ﬁcial pictures

but some of his portraits, which have more'force and life’
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The most celebrated of these portraits is his “ Madame
Recamier ” (see page 345), now in the Louvre, though the
E;nigter himself did not regard it as more than an un-

ished sketch which he once threatened to destroy. The
sitter greatly displeased David by leaving him when the
portrait was half finished and going to his pupil Gerard
(1770-1837), who had suddenly become the fashion, to have
another portrait of herself painted by him. A few years
later Madame Recamier, tired of Gerard’s flattering por-
traiture, came back to David and begged him to go on with
his picture. *“ Madame,” he replied, “artists are as
capricious as women, Suffer me to keep your picture in
the state where we left it.”

Afrer Warerloo and the restoration of the Bourbons,
David, who had taken so prominent a part in the Revolution,
was exiled from France in 1816, and not being allowed to
go to Rome as he wished, he settled in Brussels, where he
continued painting classical pictures, now chiefly of Greek
subjects, 'LI.H he died in 1825. Even in exile David was still
regarded as the head of his school, and few painters of so
moderate a talent have so profoundly influenced the art
of Europe. He completely crushed for the time being the
ideals of Watteau and his school and of Boucher—* cursed
Boucher,” * that Boucher of ridiculous memory "—as he
called him ; and as a good republican he delighted other
republicans by maintaiming that the art of the last three
Louis represented * the most complete decadence of taste
and an epoch of corruption.” To David and his pupils
Europe owes that revival of classical subjects which was 2
feature of nineteenth-century painting in all north-western
Europe, and France owes him in addition that tradition of
fine drawing which has characterised her art for the last
century.

§2

Most atrractive of all the portraitists of this period is
the woman artist Madame Elizabeth Louise Vigée Lebrun
(1755-1842). Her father, a portrait-painter himself, died
when she was only twelve yearsjold, ang his daughter carried
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on his practice almost at once, for when she was unrj« fifteen
she was already painting portraits with success and talent.
While still young she married Lebrun, a prosperons and
enterprising picture-dealer, who managed her affairs well,
and whose stock of Old Masters afforded the young artist
many models which she studied with good resufts. In
1783 Vigée Lebrun was admitted to the French Academy,
and during the last years of the French monarchy she was
a favourite at Court and painted several portraits of Marie
Antoinette and her children. In 1789, alarmed at the Way
things were going in France, she went to Italy, where she
was received with enthusiasm and made 2 member of the
Academies of Rome, Parma, and Bologna. Thence she
went to Vienna, where she stayed three years, and sub-
sequently visiting Prague, Dresden, Berlin, and St, Peters-
burg, she only returned to France in 1801. Thus she
escaped the Revolution altogether and saw little of the
Empire, for about the time of the Peace of Amiens she came
to England, where she stayed three years, and then visited
Holland and Switzerland, finally returning to France in
180g.

;.gnti.rnly untouched by the Revolution and by the wave of
Classicism which followed it, Mme. Vigée Lebrun was a
cosmopolitan artist whose art belonged to no particular
country, and whose style had more in common with English
Romanticism than with the asceticism then in vogue in
France. Among all her portraits none is more charming
than the many she painted of herself, and of these the best
known and most popular is the winning “ Portrait of the
Artist and her Daughter” (see page 337) at the Louvre.
Though in time she belongs 1o the revolutionary era, Mme.
Lebrun is, as regards her art, a survival of the old aristo-
cratic portrait-painters of monarchical France,

€3

How great was the influence of David on the ainters
of his generation is revealed by the tragic story of Antoine
Jean Gros (1771-1835), who killed himselfgfbecause he
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thought he was bringing disgrace on the tradition of his
master. Gros entered David's studio in 1785, and though
he was unsuccessiul when he tried for the Prix de Rome in
1792, in the following year his master helped him to get a
passport for Italy, and so Gros got as far as Genoa, where in
1796 he made the acquaintance of Josephine, afterwards
Empress. Josephine carried him off to Milan and presented
him to Bonaparte, who took a liking to the young man,
artached him to his staff, and allowed him to paint that
wonderful portrait, now in the Louvre, of * Napoleon at
Arcole * (see page 346), which is the most haunting and
poetic of all the many portraits of the Emperor.

Thenceforward the career of Gros was outwardly a series
of triumﬁh:. Owing to his experiences in Italy—where,
in 1799, he was besieged with the French army at Genoa—
he had a closer acquaintance with the realities of war than
any of his artist contemporaries.

In Genoa and elsewhere Gros had made a particular
study of the work of Rubens and Vandyck, and in his
canvases he now endeavoured to emulate the opulent colour
of the Flemish School. Consequently his' battle-pictures
were so informed with knowledge and imspired by feel-
ing and fine colour that they aroused high enthusiasm in
Paris. When his picture * Les Pestiférés de Jaffa ™ was
shown in the Salon of 180y, all the young artists of the day
combined to hang a wreath on the frame in honour of the
life, truth, and colour in the work of Gros.

Already there was 2 beginning of a reaction in Paris
against the ascetic Classicism of David, and while Gros, as
an old pupil of that master, still commanded the respect
of the classicists, his spirited renderings of contemporary
events pleased the younger generation who were later to give
birth to the Romanticists. Thus, for a time, Gros pleased
both camps in painting, and his position was unimpaired
when Napoleon fell and the Bourbons were restored. In 1816
he was made a member of the Inmstitute, he was com-
missioned to decorate the cupola of the Panthéon, and in
Iﬂ{? on the completion of this work, he was created a Baron,

Meanwhile David, exiled in Brussels, was uneasy about
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the style of his former pupil, whom, on leaving Paris, he
had left in charge of the Classical Movement. From
Brussels he wrote constantly to Gros, begging him to cease
painting ** these futile subjects and circumstantial pictures "
and to devote his talent to * fine historical pictures.” By
this David meant, not those paintings of the battles of
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seriously. He saw with alarm that the younger generarion
of painters were departing from the classical tradition and
heading for Romanticism, and he blamed himself for leading
them astray.

In the very year when he was made a Baron, his fellow-
pupil, Girodet (1767-1824), died, and at the funeral of this
follower of David, Gros lamented the loss of a great classic
artist, saying: * For myself, not only have I not enough
authority to direct the school, but I must accuse myself of
being one of the first who set the bad example others have
followed.”

Conscience-stricken at falling away from his master's
ideals, and particularly so when David died in the following
year, Baron Gros now did violence to his own talent by
forcing himself to paint subjects of which David would have
approved. While the truth of his war pictures had shocked
the Classic School, the artificiality of his new classical

ictures roused the mocking laughter of the young and
increasingly powerful Romantic School. His “ Hercules
and Diomed * in the Salon of 1835 was openly sneered at ;
the younger critics treated him as a “dead man,” till,
wearied out and depressed by the disgrace and shame which
he thought he had brought on the school of David, poor
Baron Gros, on the 25th June 1835, lay down on his face in
three feet of water at Meudon, where on the following day
two boatmen discovered his body.

That leadership of the Classic School, for which Baron
Gros, both by his art and his temperament, was utterly
unfitted, was eventually assumed with honour and credit
by his junior, Jean Dominique Auguste Ingres (1780-
1867). A pupil of David and the winner of the Prix de
Rome in 1801, Ingres was not at first regarded as a ** safe »
classic by the purists of that school. To these pedants,
who worshipped hardly any art between the antique and
Raphael, Ingres was suspicious because of his loudly pro-
claimed admiration of the Italian Primitives. On his way
to Rome, Ingres had stopped at Pisa to study the frescoes
by Benozzo Gozzoli and his contemporaries in the Campo
Santo. “ We ought to copy these men on our knees,” said
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the young enthusiast, and his words were repeated to David,
who regarded them as ominous.

Though he gained the prize in 1801, Ingres was not sent
to Rome till 1806, and then he remained in Italy for nearly
eighteen years. These were years of quiet, fruitful labour,
during which the artist, in his own words, was “ drawing to
learn and painting to live,” and by living abroad he escaped
all that contemporary drama of victories and disasters, of
changes of dynasties and changes of opinion, that was going
on during this period in his own country, Nevertheless,
from Italy he sent pictures now and again to Paris, where
they attracted attention in the Salons, though they were
criticised by the followers of David. When he exhibjted
in 1819 his * Paola and Francesca di Rimini (see page 351),
the work was pronounced to be “ Gothic” in tendency,
and in this small historical painting we can recognise the
influence of the Primitives whom Ingres admired for the
purity and precision of their drawing,

When Ingres returned to Paris in 1824 the battle between
the Classicists and the Romanticists was in full swing, and
with Girodet dead, David in exile and dying, and Gros
incompetent, the former were glad to welcome the sup-

rt of Ingres, and soon made him the chief of their party.

gres was amazed and enchanted at his sudden popularity
and the honours now thrust upon him. He was speedily
elected to the Institute, and later was made 3 Grand Officer
of the Legion of Honour and a Senator, The full story of
the war between the Classicists and Romanticists must be
reserved for a later chapter, but it may be said at once thar
Ingres threw himself heart and soul into the ch:mpiunship
of the classics by precept and example,

But where Ingres differed from his predecessor David
was,. that with him it was the trearment rather than the
subject which was all-important, A fanatic for drawing
from the first, he held strong and peculiar views on Colour.
“A thing well drawn is always well enough painted,” he
said ; and his own use of colour was merely to emphasise
the drawing in his pictures, “ Rubens and Vandyck,” he
argued, “may please the eye, but they deceive it—they
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belong to a bad school of Colour, the School of Falsehood.”
From his early Roman days Ingres had shown himself to be
a faultless draughtsman of the human figure, and his draw-
ings and paintings of nudes are the works on which his fame
most surely rests to-day. The most celebrated, and perhaps
the most beautiful, of his works, * La Source (see page
354), has an interesting history, for, though begun as a
study in 1824, it was not till 1856, when the artist was
seventy-six, that he turned it into a picture. One of the
most precious gems of painting in the Louvre, this picture
preserves the freshness of a young man’s fancy, while it is
executed with the knowledge of a lifetime. “ It i 2 frag-
ment of Nature, and it iz a vision,” is the comment of a great
French critic on this picture,

If Ingres was the greatest artist the classical movement
produced in France, yet he belongs toe much to the nine-
teenth century to be considered a true product of the
revolutionary and Napoleonic period. Indeed, the greatest
Continental artist of that period was not a Frenchman, and
it is to Spain that we must turn to find 2 man of outstand-
ing genius whose protean art fully expresses the surging
thonghts and feelings of this time of changes.

§4

The life-story of Goya is as full of storm and stress s
that of his unhappy country, which between 1788 and 1815
saw more misery and more changes of government than
any other country in battle-scarred Europe. Under the
rule of Charles IV and his depraved consort, Queen Maria
Louisa, Spain was in a miserable condition ; its Court was =
frivolous, shallow imitation of Versailles, and jts monarchy
and government were even more rotten and more corrupt
than those of France under Louis XVI, A young lientenant
of the Guards, Manuel Godoy, was made Prime Minister
because he was the Queen’s favourite lover, and the King was
a puppet in the hands of this Spanish Messalina. Public
offices were openly sold to the highest bidder, and ecighteen
thousand priests drained the purse of the people and stifled
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their intellects. Art seemed dead and past the hope of
revival till Goya came to Madrid.

Francisco José de Goya y Lucientes was born on March 30,
1740, that is to say, twelve years after Romney, and ten
years before Racburn. He was the son of a peasant in a
village in Aragon, and legend relates that, like Giotto, he was
found drawing sheep by an amateur who recognised the
boy’s talent and sent him in his fourteenth year as pupil to
a painter in Saragossa. There the boy grew up strong,
handsome, wild, and passionate, continually involved in
love affairs and quarrels. In one of the last, three men were
left wounded and bleeding, and as a result of this midnight
affray Goya had to leave the city hurriedly.

In 1766 he was in Madrid, and there his adventurous dis-
position soon got him into trouble. He was wounded in
some love quarrel, placed under police supervision, and
chafing at this restraint he l:acaperf from the city with a
band of bull-fighters and sailed to Italy. At the end of
the "sixties he was in Rome, where he appears to have been
much more interested in the teeming life of the people than
in the antiquities of the city, Here again his amorousness
got him into trouble, for it is said that one night he made
his way into a nunnery, was nearly captured, and only
escaped the gallows by a headlong flight from the city.

In 1771 he returned to Saragossa and found shelter in a
monastery, where he seems to have reformed his manner
of living, for four years later this scapegrace adventurer,
the hero of a hundred fights, reappeared in Madrid as a
respectable citizen, married to the sister of Bayen, a painter
of good standing. Through his brother-in-law he got to
know people of a better class, and he was finally introduced
to the Court and permitted to paint the portrait of
Charles I11.

Goya’s pictures of this period reflect the manners of
the Spanish Court, for pictures like * The Swing ” and
* Blind Man’s Buff " at Madrid are obviously imitations
of Watteau and his school, as the Spanish Court imitated the
artificiality of Versailles, only Goya, a cynic from his youth,
does not give his figures the daintiness of the Frenchmen.
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With almost brutal realism he depicts the rouge on the
women’s cheeks and the pencilling of their eyebrows, and
seems to take a delight in unmasking their falseness and
dissipation. While he was intelligent. enough to perceive
the rottenness of Spanish society, Goya was no moralist
himself and lived the life of his time. Countless stories
are told of his relations with women of high sodety, and
Goya is said to have been the terror of all their husbands.
In this connection one inevitably thinks of his famous double
icture at Madrid, “ The Maja Nude ™ (sec page 343) and
*The Maja Clothed,” the latter being an almost exact
reproduction of the former with the garments added, and
these are 5o filmy, so expressive of the imbs underneath, that
the second picture has justly been said to reveal a woman
* naked in spite of her dress.” The story runs that the
lady was the Duchess of Alva, and that when the Duke
desired to see Goya's work, the painter hurriedly produced
the clothed portrait and concealed the other.

When Charles IV came to the throne Goya became still
more firmly established in Court favour, though he pro-
duced the most impudent portraits of royalty that have
ever been painted. Nowhere can we find a more pitiless
exposure of serene stupidity than his * Charles IV on
Horseback  (see page 349). * He sits there, asthmaric and
fat, upon his far asthmatic horse . . . like 2 Moloch,” says
Dr. Mauther, “an evil pod who has battened upon the
life-blood of *his people.” When he painted the Queen
Maria Louisa, Goya portrayed her as the brazen old
courtesan she was: he shows up the Crown Prince as
a sly, spiteful, hypocritical meddler, and the favourite
minister Godoy as a nincompoop and a panderer. When
the French novelist Gautier first saw Goya's large portrait
group of the Spanish Royal Family and its favourites, his
comment was, ** A grocer’s family who have won the big
lottery prize”; and that is exactly the impression the
picture gives us, a collection of stupid, ill-bred people who
owe their fine clothes and position to no talent or merit
of their own but to sheer Ii‘u-:i. It is amazing that this
daring satirist of royalty should have gone unpunished and

12
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unreproved, but the King and his family circle were them-
selves too stupid to realise that the artist was holding
them all up ro the ridicule of the world.

As, while outwardly a courtier, he insidiously under-
mined the pretences of the Spanish monarchy, so while
appearing to respect the observances of Catholicism, Goya
surreptitiously attacked the Church which was blinding
the eyes of the people. In 1797 he began to produce a
series of engravings which, under the title of ** Caprices,”
pretended to be nothing more than ﬂiih“ of fancy, but
which were in reality biting satires on the social, political,
and ecclesiastical conditions of his age. He drew devout
women with rolling eyes worshipping a scarecrow, priests
drawling out the Litany with obvious indifference, and in
one fantastic plate—which he had the aundacity to dedicate
to the King!—he showed a corpse rising from the grave
and writing with its dead finger the word Nada, ie.
* Nothingness.” It was tantamount to saying that the
hope of immortality held out to the people was only a
blind to make them endure want and misery without
murmuring, while kings and priests grew fat at their expense.
If the Court and high ecclesiastics were too stupid to com-
prehend Goya's message, the people understood, for the
revolutionary era was at hand,

A more subtle example of Goya’s anti-clerical tendency
is_the little picture in the National Gallery, * The Be-
witched ™ (sce page 358), in which, while professing to do
no more than paint a stage scene from a popular comedy of
the time, the artist shows us a priest frightened by demons
in forms of 2 goat and jackasses,

Like mest of the intellectual men in Spain, Goya had
at first welcomed the coming of Napoleon, for anything
seemed to promise a hope of better things than the old
regime. But, later, the piteous spectacle of his country in
the throes of warfare seemed to rouse the patriot in him,
and he began to champion its rights in a series of the most
moving paintings and engravings. In 1810 he began to
execute a series of engravings entitled * The Disasters of
War,” which were absolutely a new thing in art. ~ Hitherto
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artists, with few exceptions, had shown only the imposing
side of war, its panoply and splendour, its daring and
heroism. Goya was the first artist to make a deliberate
and systematic impeachment of Militarism. Not only did
he refuse to glorify the old adage that “it is sweet and
decorons to die for one’s country,” but he persistently
showed all the blood and misery with which military glory
was booght. In his engravings of the war he shows the
unchaining of the *“human beast,” and his prints of the
torturing of prisoners and the shooting of deserters are
ghastly in their revelation of raging madness and the dis-
tortions of death agonies.

In his paintings also Goya told the terrible story of the
tragedies which ensued when the Spanizh volunteers took
up arms against Napoleon’s soldiery. There is no more
awful war picture in the world than Goya’s painting of an
incident in 1808 (see page 357), in which we see the gleam
of the gun-barrels, and poor wretches who have been con-
demned by court-martial falling forward prone before the
musket-fire of the troops. The despair of the condemned,and
the cold-blooded energy of the executioners are appalling.

Yet while he lamented the sufferings of the patriots
during the Peninsular War, Goya could not rejoice at the
restoration of the Bourbons after the fall of Napoleon.
For when King Ferdinand returned to Madrid in 1814,
Goya saw that all hope of liberalism and freedom of thought
had vanished, and that the powers of darkness, which for
the time had been scared away, again settled on the land
and obscured truth, progress, and enlightenment. The last
* disaster of the war ™ was the resettlement of the Bourbons,
who had * learnt nothing and forgotten nothing,” on the
throne of Spain, and Goya with his old fearlessness expressed
his view of the matter in his engraving “ The Death of
Truth,” in which he showed the naked figure of Truth
suffering martyrdom at the hands of the priests.

We might expect that this outspoken work would have
proved too much even for the most stupid, priest-ridden
Court to swallow, but nothing that Goya could do ever
bronght home to royalty what the artist really thought of
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them and their government. King Ferdinand confirmed
Goya's appointment as Court Painter, and even persuaded
him to paint a portrait of him in the purple mantle of
empire, but now the artist himself was too old and too sick
at heart to play the hypocrite at Court and paint grandees
with his tongue in his cheek, Gradually Goya withdrew
from public life and established himself in a simple country
house on the ountskirts of Madrid. His wife and son were
both dead, since 1791 he had himself been afflicted with
deafness, and in this villa the lonely painter lived out his
life in company with his art. His last protest against the
tendencies of the time were some small paintings of the
interiors of prisons and torture-chambers, in which he
reminds us that the Inguisition had again raised its head
under King Ferdinand. Among his last works were scenes
of bull-fights, of the details of which Goya, in his youth,
had acquired a professional knowledge. Greatly as all
humanitarians must detest this horrid sport, its colour and
movement appezl to the artistic sense, and the decorative
aspect of the scene is the dominant note in Goya's renderings
of this subject.

After nine years of this lonely life Goya seems to have
felt himself no longer very secure in Spain. Perhaps he
feared that the clerics would in the end perceive his purpose
and have their revenge on him. At :Jevenu, in 1824 he
sought and obtained leave of absence for six weeks to visit
the sulphur springs of Plombiéres in Lorraine on account of
his gout. But this appears to have been merely an cxcuse
to get out of Spain, for he never went to Plombiéres, but
after visiting Paris, settled at Bordeaux, where, on Apnl 16,
1828, he died as the result of a stroke of apoplexy. In his
last years he was not only stone deaf but half blind, and
consequently his creative work in France was small, but
one engraving remains to show that the old cynic never
swerved from his faith and still had hope for the future.
“ Lux ex tencbris " is the pregnant title of this work of
his old age, and in it he shows us 2 shaft of light falling on a
dark spot of earth (Spain ) and scaring away from it owls,
ravens—and priests !

1z*
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THE RISE OF LANDSCAPE PAINTING

THE ART OF CLAUDE, GEORGE MORLAND, J. M. W. TURNER,
CIRTIN, DAVID COX, AND DE WINT

&1

“HE greatest difference between the art of the nine-
teenth and that of the preceding centuries is the
increasing importance attached to matural scenery. The
Old Masters were not altogether inattentive to inanimate
Nature, but it did not occur to them that scenery alone
could be a sufficient subject for a picture. In the East,
as we shall see in a later chapter, Nature had always pre-
occupied the minds of the finest artists, and in China
landscape was regarded as the highest branch of art; but
in Europe men thought otherwise, and it was only slowly
that landscape crept forward from the background and
gradually occupied the whole of the picture.

The artist who is usually considered to have been the
father of modern landscape palnting was a Frenchman,
or rather a Lorrainer, Claude Gellée (1600-82), born near
Mirecourt on the Moselle, who at an early age went to
Rome, where he remained practically for the rest of his
life. Claude’s interest was entirely in Nature, and parti-
calarly in the illumination of Nature. He was the first
artist who “ sct the sun in the heavens,” and he devoted
his whaole attention to portraying the beauty of light ; but
though his aerial effects are unequalled to this day, and
though his pictures were approved and collected jn his
own day by the King of Spain, Pope Urban VIII, and by
many influential Cardinals, yet the appreciation of pure
landscape was so limited then that Claude rarely dared to

b3
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leave figures out of his pictures, and was obliged to choose
subjects which were not simply landscapes but gave him an
excuse for painting landscapes.

Nobody to-day pays very much attention to the little
figures in Claude’s *“ Marriage of Isaac and Rebecca ™ (sce
page 371) at the National Gallery, We are not disposed
to ask which is Isaac and which Rebecca, or to try to discover
what all these figures are doing, because to us the beauty of
the landscape is an all-sufficient reason for the picture’s
existence. Our whole attention is given to the beautiful
painting of the trees and the lovely view that lies between
them, to the golden glow of the sky, to the flat surface of the
water with its reflected light, and to the exquisite gradations
of the tones by which the master has conveyed to us the
atmosphere of the scene and the vastness of the distance he
depicts.

gimﬂaﬂy. in his “ Embarkation of the Queen of Sheba ™
(see page 369), we are at once conscious that the glorious
rendering of the sun in the sky and of its rays on the rippled
surface of the sea constitute the principal interest of the
picture ; this was what primarily interested the painter,
and his buildings, shipping, and people are only so many
accessories with which he frames and presents to us his
noble vision of light. But to Claude’s contemporaries these
titles and the figures which justified them had far more
importance than they have to us, and it was by pro-
fessing to paint subjects which the taste of his day
deemed elevating and ennobling that Clande was able
to enjoy prosperity and paint the landscapes which are
truly noble,

Another Frenchman, also a contemporary of Claude,
Nicolas Poussin (1594-1665), must be regarded as a pioneer
of landscape painting, though he was also 2 fipure painter
of great ability who upheld the classic style of the antique
in his Biblical and pagan figure subjects. Poussin also
worked chiefly at Rome, and, having no son, adopted his
wife’s younger brother, Gaspar Dughet, who became known
as '{%ler Poussin (1613-75), and under his brother-in-law’s
tuition developed into an excellent landscape painter.
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Both the Poussins are well represented in the National
Gallery, and they and Claude have had a considerable
influence on English landscape art.

We have already seen how Richard Wilson endeavoured
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to popularise landscape painting in England, and it will have
been noted that so long as he also pretended to paint
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According to a great historian, Dr. 8. R. Gardiner, much
of the best literature of the early nineteenth century was
inspired by the “ better side  of the French Revolution,
“ its preference of the natural to the artificial, and of the

Phodo + W. 4. MWansell & Cn
“CALAIS PIER "™ BY J. M. W, TURNER KA., (5775-1B51).
National Gallery, London.
This picture, painted in 1804, shows the English Packet arriving off Calaks while French
fisbermen are preparing for sea.  [tis considersd to be the first masterpiece of Tumer's

marly style, anil reveals the artist’s power of painting weather when be was still in his
twenties

humble to the exalted.” This same preference is clearly
visible in the art of George Morland {1763-1804).

Morland, who was born in London on June 26, 1763, was
the son and the grandson of artists. His father, Henry
Robert Morland (1730-97), discovered his son's talent at an
early age, and proceeded to force it with unparalleled
avarice and tyranny, so that his unfortunate son had no life
at all outside the garret in which he was kept earning money
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for the needy household. George Morland began drawing
when he was three, at the age of ten he was exhibiting in
the Royal Academy; but while his hand and his eyes were
trained to accomplish remarkable feats of painting, the
rest of his education was absolutely neglected, so that he
grew up empty-headed, with a great longing to escape the
paternal tyranny and be able to enjoy himself.

Phate : W, A Maonsell & Ca,
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Clawde’'s masterpiece (o= oppeiite page) as a perpeiual challenge

Inevitably, when he did at last break away from his
father, he plunged into dissipation, and divided his time
between drinking and painting. In 1786 he married and
Euﬂed himself together for a time, but he was so fond of

is liberty that he refused an offer from Romney of [300
a year for three years to be his assistant, and preferred to

ramble about the country painting rustic scenes and spending
too much time and money in alehouses.
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For a little while, before his health was ruined by drink,
he was in easy circumstances, for his paintings of domestic
scenes and farm life were exceedingly popular, and he was
better known to the people than any of his august con-
temporaries. All his principal works were engraved, and
these coloured prints after Morland’s pictures found their

-

Phato : W. 4. Mansel] & Co,

“THE EMBAREATION OF THE QUEEN OF SHEBA,” BY CLAUDE
National Gallery, London.
One of the satliest and one of the grandest endeavours to pakat the actual source of light,

this picture has for two centuries been an inspiration to landscape painters by the beauty
of its sky and the sonlighi shining on the waler

way into many humble homes. It is probable that his
well-known painting at the National Gallery, “ The Interior
of a Stable” (see page 366), was painted about 1791,
which would nearly coincide with the period of Morland’s
greatest prosperity. The stable is sa[c:f to be that of the
White Lion Inn at Paddington, where Morland once had as
many as eight horses, bur partly owing to his drinking habits
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and partly owing to his unbusinesslike methods his pros-
perity soon dwindled.

Notwithstanding his dissipation—and a day rarely passed
in which he was not drunk—he was not idle, for Marland
was the author of four thousand pictures and of a still
greater number of drawings, But his intemperance and his
dependence on dealers gradually impoverished his art, and
the man who had a genuine love and understanding of country
life, and ought to have been one of the world’s greatest
rustic painters, sank into * pot-boiling,” painting what
the dealers wanted instead of what he wanted to do him-
self. His terms were four guineas a day — and his drink !
Morland had got into the state when he * didn’t care,”
though in his sober moments he must have seen the irony
and impropriety of a man of his character painting
Hogarthian moralities like “ The Fruits of Early Industry,”
* The Effects of Extravagance and Idleness,”” and so forth.
Indeed, these in his own day were Morland’s most popular
works, and though some of them show the degeneration of
his drawing, and his carelessness in their  woolly " rendering
of form, even to the end a little painting more carefully
handled and jewel-like in colour will now and again show
what a great painter he might have been. His last miserable
vears, 18004, were spent in a debtor’s prison, yet even
here, with a brandy-bottle always handy, he was still in-
dustrious, and for one dealer alone during this period he
painted one hundred and ninety-two pictures. At the
early age of forty-one George Morland died, completely
wrecked, the victim of his own want of education and of
roguish employers.

§3

_ The establishment of landscape in the popular estima-
tion as a branch of art, equal to the highest achievements
of portraiture or historical painting, was finally achieved by
Turner, the greatest glory of British art. Joseph Mallord
William Turner was born, appropriately enough, on Shake-
speare’s birthday, April 23, 1775 ; appropriately, because
he was destined to become the Shakespeare of English
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painting. He was the son of a London hairdresser in
humble circumstances, who lived and had his shop at 26
Maiden Lane, Covent Garden. Asa boy he shuwcrfabﬂ.ity
as a draughtsman and colourist, and hiz father exhibited
some of the lad’s drawings in his shop, where now and

Phatn = W. 4. Mansell & Co.

“THE MAHRIAGE OF ISAAC AND REBECCA" BY CLAUDE
Natiomal Gallery, Lond on.
When this pictnre was painted In 1648, the beanties of natural scepeTy were so slightly

appreciated that it was politic foran artist to pul bn figures and pretend he was Ulustrating
& slory fromm the Bikle even when, &5 here, his whole interest was in 3 lovely landscape

again they found a purchaser. One or two artists who
went to the elder Turner to be shaved noticed his son’s
dra_wi_nga, and urged the father to give his son a proper
artistic training. So at the age of cleven young Turner
was sent to the Soho Academy and had lessons from Thomas
Malton, who grounded him well in perspective, and also
from Edward Dayes; and in 178g, when he was fourteen,
he was admitted to the school of the Royal Academy.
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Meanwhile he was managing to support himself by selling
a few sketches now and then, by putting in backgrounds
for architects who wanted nice drawings to show their
clients, and by colouring prints for cngravers. While
tinting prints for John Raphael Smith (1752-1812), the
mezzotinter, who made a fortune by engraving the work
of Morland, Turner met the brilliant water-colourist,
Girtin, with whom he made friends, and Girtin introduced
him to the friendly house of Dr. Thomas Monro, at 8
Adelphi Terrace. i:ll:rc the two young men and other
students were welcome every evening, for Monro was an
enthusiastic connoisseur who had a studio fitted up for his
protégés to work in; he gave them oyster suppers, a few
shillings for pocket-money when they had nothing of their
own, and free medical attendance if they became ill.

In 1797 Turner exhibited his first oil picture, a study
of moonlight, at the Royal Academy, but most of the views
he painted at this time were in water-colour. In 1792 he
was commissioned to make a series of topographical draw-
ings for a magazine, and this enabled him to make the first
of those sketching tours which ever afterwards were a feature
of his artistic life and to which we owe his enormous range
of subject. In the following year he opened his own
studio in Hand Court, Maiden Lane, where he exhibited and
sold the drawings he had made on his tours.

Turner never had any difficulty in making a living, and
we may account for hiz success where so many other land-
scape artists had failed by the fact that he established his
reputation in water-colour before he proceeded to oils.
From the time of Richard Wilson there had always been a
demand for topographical drawings in water-colours, and
Wilson’s contemporary, Paul Sandby, R.A. (1725-180g),
the * father of water-colour art,” was one of the first to
popularise landscape by going about the country and
sketching gentlemen’s mansions and parks. Landowners
were pleased to purchase his and other artists’ water-
colours of views on their estates, and their pride in their
own property was gradually converted by these artists into
a real appreciation of the beauties of Nature.
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At Dr. Monro’s house Turner met John Robert Cozens
(1752-99), a most poetic painter in water-colours and the
son of a water-colour artist, Alexander Cozens, who died in
1786 ; and while Turner owed most to his diligent study
of Nature, he always owned his obligation to Cozens, who
was indeed his immediate predecessor in water-colour and
the first to produce those atmospheric effects which Turner
rivalled and excelled.

In 1799, at the age of twenty-four, Turner was elected
an Associate of the Royal Academy, and henceforward, surer
of himself and his public, he eschewed the merely topo-

raphical imitation of landscape for a nobler art. He looked
izyund the mere details to a larger treatment of Nature,
seizing all the poetry of sunshine, and the mists of morn
and eve, with the grandeur of storm and the glow of sunset.
In feeling his way to this period of his first style Turner
looked not only to Nature iul: also to the example of his
great predecessors, Clande, Richard Wilson, and the Dutch
painters of the seventeenth century, The influence of the
Dutch Schoal, and iurticul.-uly of Van de Velde, is apparent
in many of these early works, even in “ Calais Pier ™' (sce page
367), which, painted in 1803, was held by Ruskin to be * the
first which bears the sign manual and sign mental of Turner’s
colossal power.” Already, however, Turner had improved
on Van de Velde, who was never able to interpret weather
o truly and vigorously as it is painted in the rolling sea and
windy sky of this stimulating sea-piece.

The year before this picture was painted, Turner was
elected R.A. (180z), and during the succeeding years he
}'pf_nl.' much time in travelling, visiting France, Switzerland,

taly, and the Rhine, and producing innumerable water-
colours, as well as some of his finest oil-paintings.

That splendour of the sky, which was to be the peculiar
glory of Turner, is first indicated in his * Sun rising through
Vapour,” painted in 1807, and it was possibly because this
was the first picture in which he was able to obtain the
effect after which he strove most earnestly that he was so
attached to this picture. He sold it, but twenty years later,
at the De Tabley sale of 1827, he bought it back for £514 10s.



Pt ; W. A, Mansell & Co.
*CROSSING THE BROOK,” BY TURNER.
Natiopal Gallery, London

Painted in 815, this basntifiul picture illystates the second manper of Tumer, and m

its classical armanpement shows how he was infloenced by Hichard Wilsos., The river

seen in the middie distance is the Tamar, which divides Devonshire from Coroowall, and

loaking towands Plymouth and Mount Edgoumbe we ses -.1|"-l:l\|'1. Church bevond !P\:rlL Lo

Bridee. Thus, though idealiced by the pak iom, the scen= B founnded
oo fact.
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in order that he might bequeath this to the nation,
together with his ** Dido Building Carthage " (see page 368)
on condition they should be hung in perpetuity beside
Claude’s * Marriage of Isaac and Rebecca™ and “ Em-
batkation of the Queen of Sheba.” Conscious of his own
powers and confident in the verdict of posterity, Turner
was jealous of other painters’ fame, and he was enraged at
the way in which English connoisseurs extolled the pictures
of Claude while they neglected his own works.

The pictures already mentioned, together with the
lovely * Crossing the Brook ™ (see opposite page), a view near
Weir Head, Tamar, looking towards Plymouth and Mount
Edgcumbe, also painted in 1815, may be regarded as the
chief masterpieces in oils of Turner’s first period. After
1820 a great change was manifest in his manner of painting.
In the early paintings dark predominated, with a very
limited portion of light, and he painted sohidly throughout
with 2 vigorous and full brush; but his later works are
based on a light ground with 2 small proportion of dark, and
using opaque touches of the purest orange, blue, purple,
and other powerful colours, Turner obtained infinitely
delicate gradations which produced a splendid and har-
monious effect. ‘This new manner is first seen in his  Bay
of Baiw,” painted in 1823, and six years later, in 1829, it is
revealed in all its glory in one of Turner’s most beautiful
and poetical works, * Ulysses Deriding Polyphemus,” in
which, as Redgrave has said, * while in no way gaudy, it
seems impossible to surpass the power of colour which he
has attained, or the terrible beauty in which he has clothed
his poetic conception.” In this glorions picture, * a work
almost without a parallel in art,” the nominal subject has
little more power over us to-day than it has in the Claudes.
Turmner’s painting attracts us primarily, not as an illustra-
tion to a familiar story from Homer, but as a glowing piece
of colour, 3 magnificently decorative transcription of a
flaming sunrise. And with all this the picture is a “ magic
casement ™ through which our imagination looks out on a
world of romance, for in this colour is all the intoxication
of triumph, of final victory after perils escaped ; and though
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Turner himself probably did not know it, and few who look
upon his masterpiece are conscious of the fact, this picture
subconsciously expresses the elation, the c{:ridc, and even
the touch of insolence, that all England felt after her
victorious issue from the Napoleonic wars.

As Turner altered his style of oil-painting, so also he
revolutionised his practice in water-colour. Originally, in
common with the older members of the Early English
Water-colour School, Turner began a drawing by laying in
the gradations of light and shade with grey or some other
neutral tint, and afterwards represented the hue of each
object by tinting it with colour ; but this he found resulted
in a certain heaviness of aspect. Accordingly, in his later
water-colours he proceeded to treat the whole surface of his
drawing as colour, using at once the pigments by which the
scene might most properly be represented. By delicate
hatchings he achieved wonderful gualities of broken hues,
air tints, and atmosphere, so that the view when finished
glowed and sparkled with the brilliance of Nature’s own
colours. This method of putting on the colour direct,
without any under-painting of tfn: subject in light and
shade, has been to a great extent the foundation of modern
painting.

Determined to outshine his fellows, Turner had a habit,
dreaded by other artists, of coming to the Academy on
Varnishing Day armed with his paint-box, and putting a
brilliant touch or two on his own canvas when necessary to
heighten its effect if its brilliance happened to be in any
way challenged by that of a neighbouring picture. The
brightness of the yellows and reds in his * Fighting
Temeraire being Towed to her Last Berth” (see page
363) is said to be due to after-touches put on to “kill ™
a highly coloured painting by Geddes which hnng near it
in the Academy of 1839. Towards another landscape
painter Turner was merciless, but he had respect and H.ncﬁy
feeling for Sir Thomas Lawrence, and on one oeccasion he
darkened a landscape of his with lamp-black becauss it
injured the effect of pictures by Lawrence on either side.

As he grew older, and particularly after his visit to
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Venice in 1832, Turner became more and more ambitious
of realising to the uttermost the fugitive radiances of dawn
and sunset. Light, or rather the colour of light, became
the objective of his painting, to the exclusion of almost
everything else, and few of his contemporaries could follow
him as he devoted his brush more and more to depicting the
pageant of the heavens. His work when exhibited was
severely criticised and held up to ridicule and mirth by
Thackeray and other wits ; he was regarded as a madman
and accused, as other artists after him have been, of “ fling-
ing 2 pot of paint in the public’s face.” Even “ The Fight-
ing Temeraire,” which seems to us so poetic to-day in its
contrast of moonlight with sunlight, to match the contrast
between the sailing-ship that was passing away and the
steamer that heralded the future, even this work was
deemed to be exaggerated and extravagant, and to most
of the admirers of his earlier pictures paintings like * The
Approach to Venice * were utterly incomprehensible.
Fortunately, Turner was now independent of patrons and
could paint as he liked. During the earlier part of his career
he had amassed a considerable fortune, a great part of
which was derived from the engravings of his works, for he
was 2 good business man, able to drive a close bargain with
publishers, and clever enough to retain an interest in his
works, He had commenced im 1808 the series of etchings
known as the “ Liber Studiorum,” and the excellence of
these plates—now of preat rarity and value—had led to
his employment as an illustrator, and his fame was greatly
increased and extended by the beautiful work he did for
books like Rogers’ Italy and Poems, The Rivers of France,
Southern Coast Scemery, etc. He had a fine studio at what
is now 23 Queen Anne Street, and he also owned a honse
at Twickenham, where he lived with his father, who had
retired from business and made his home with his son from
about 1807 till his death in 1829. Here, with his father and
an old housekeeper, Turner led a retired life ; but though
habitually taciturn and reserved, he could be jovial at

a convivial gathering of artists which he now and then
attended.
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In 1840, when Turner was sixty-five, he met a young
man of twenty-one, fresh from Oxford, who, from the time
he first saw the illustrations to Rogers’ /taly, had worshipped
the genius of Turner, and was destined to become his per-
sistent and most eloquent champion. This was John
Ruskin, who, in 1843—the year in which Turner painted
“The Approach to Venice ” — published the first volume
of his Modern Painters, an epoch-making book, the real
subject of which was the superiority of Turner to all painters

ast and present. Henceforward, however others might
augh at and ridicule his magical colour visions, Turner now
had an enthusiastic defender whose opinion yearly became
more authoritative and more widely respected. It is no
exaggeration to say that to the constant eulogy of Ruskin is
due in no small measure the universal esteem in which
Turner is held to-day.

Though he never married, Turner had a natural liking
for a guiet domestic existence, and after his father’s death
he began to lead a double life. Under the assumed name of
Booth he formed a connection with a woman who kept 2
house at 119 Cheyne Walk, where he had been accustomed
occasionally to lodge, and * Puggy ™ or *“ Admiral ” Booth
became a well-known character in Chelsea, where he was
reputed to be a retired mariner of eccentric disposition,
fond of his glass, and never tired of watching the sun. On
the roof of the house in Cheyne Walk there was a gallery,
and here “ Mr. Booth » would sit for hours at dawn and
sunset. The secret of his double existence was not dis-
covered till the day before his death, for he had been
accustomed to absent himself from Queen Anne Street
for long intervals and therefore was not missed. Suddenly
those who knew him as Turner learnt that the great artist
was lying dead in a little house at Chelsea, where his last
illness had seized him, and where he died on December 19,
1851. The body was removed to the house in Queen Anne
Street, and afterwards buried in the crypt of 5t. Paul’s
Cathedral.

Turner left a fortune of 140,000, and after making 2
number of small annuities left the bulk of it for the benefit
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of art and artists; but his will, drawn by himself, was so
vague and unskilfully framed that, after four years® litigation,
3 compromise was arranged on the advice of the Lord
Chancellor. The Royal Academy received £L20,000, which
it set aside as the Turner Fund for the relief of pooer artists
not members of their body, and the National Gallery
acquired the magnificent gift of 362 cil-paintings, 135
fimished water-colours, 1757 studies in colour, and thousands
of drawings and sketches, The task of sifting, arrang-
ing, and cataloguing the water-colours and sketches which
Turner bequeathed to the nation was rightly placed in the
sympathetic hands of his great advocate, John Ruskin.

The life of Turner, as we have seen, was full of strange-
ness and contradictions, and it is possible he may have
inherited some of his eccentricities from his mother, a
woman of fierce temper, who eventually became insane.
There was little correspondence between his art and his
life, for, as Mr. E. V. Lucas has justly said : “ Turner’s
works are marvels of loveliness and grandeur ; Turner was
grubby, miserly, jealous, and squalid in his tastes, He saw
visions and glorified even what was already glorious ; and he
deliberately chose to live in houses thick with grime, and
often to consort with inferior persons.” The evidence
before us compels us to believe that he was really happier
as “ Puggy Booth ” with a few cronies in a Chelsea bar-
parlour than as * the famous Mr. Turner * in the company
of his patron, Lord Egremont, or in the hospitable mansion
of Mr. Fawkes of Farnley Hall.

§4

Jealous as he was of other painters, there was one of his
contemporaries for whose art Turner had nothing but
admiration. “ Had Girtin lived,” he once said, “ I should
have starved,” and he roundly admitted that painter’s
** White House in Chelsea” to be better than anything of
his own up to that time. Thomas Girtin was born in
1773 at Southwark, where his father was a fope manu-
facturer, and, like Turner, he was for s time the pupil of
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Dayes. But for his short life—for he died in 1802 at the
early age of twenty-seven—he would probably have rivalled
Turner as a painter in oils, and though his career was cut
short he lived long enough to make himself one of the
greatest of our painters in water-colours, In this medium
his style was bold and vigorous, and by suppressing irrelevant
detail he gave a sense of grandeur to the scenes he depicted.
His chief sketching-ground was the northern counties,
and particularly its cathedral cities, and his favourite

Phato: W, A. Mansel] & Co,
'THE TRENT, NEAR BURION,” BY DE WINT [1784-184g).
South Kensington Museam, London.
Dutch by descent, though borm in England, De Wint was al his best in painting flat

Firstches of river scenery under 4 placid Inmmous sky.  This water-colour of a bayfiekd
with a hay-barge on the river ks a happy example of his rural idyils.

subjects were the ruins of our old abbeys and castles, and
the hilly scenery of the north, The water-colour at South
Kensington of  Kirkstall Abbey * (see page 383) is a fine
example of his power to present his subject with truth and
majesty.

A younger fellow-student with T'urner and Girtin in the
hospitable house of Dr. Monro was another artist who
achieved fame chiefly as a painter in water-colours. This
was Peter De Wint, born at Stone in Staffordshire in 1784.
His father was a Dutch physician belonging to an old and
respected Amsterdam family who settled in England. Peter,
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his fourth son, was originally intended for the medical
profession, but was allowed to follow art, and placed with
the engraver, John Raphael Smith, in 1802. Five

later he was admitted to the Royal Academy School, and
the same year (1807) he exhibited at the Academy for the
first time, sending three landscapes, and thereafter he
exhibited there occasionally till 1828. But his reputation
was principally made by the drawings he contributed to
the Water—colour Society, of which he was elected an
Associate in 1810 and was long one of the chief ornaments.

De Wint loved to paint direct from Nature, and was
aever o happy as when in the fields. His subjects are
principally chosen in the eastern and northern counties,
and though often tempted to extend his studies to the
Continent, the love of England and English scenery was
so strong that, except for one visit to Normandy, he never
left these shores. He formed a style of his own, notable
for the simplicity and breadth of his light and shade, and
the fresh limpidity of his colour, He was a great purist in
technique and objected to the use of Chinese white and
body colour, which he thought tended to give a heavy
effect to 2 drawing. He excelled in river scenes, and * The
Trent near Burton ™ (see page 381), in the Victoria and
Albert Museum, South Kensington, is a beautiful example
of his tender and faithful rendering of a typical English
scene.

While De Wint excelled in painting the placid aspects of
landscapes, his contemporary, David Cox, was at his best
on a windy day or in stormy weather. Cox was the son
of a blacksmith and was born at Deritend, a suburb of Bir-
mingham, on April 29, 1783. During his school-days he
had an accident and broke his leg, and this misfortune
proved to be his good fortune, for having been given a box
of colours with which to amuse himself while he was laid
up, young David made such good use of the paints that his
parents perceived the bent of his genius, and when he was
well again apprenticed him to a painter. David Cox
received his first tuition from an artist who painted minia-
tures for lockets, but when his master committed snicide
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young Cox went to the other extreme of painting, and at
the age of seventeen he became an assistant scene-painter
at the Birmingham Theatre. It is said that he even took a
small part now and then at this theatre, which was then
managed by the father of Macready.

Plioto : W, 4 Maniell & Co.
A WINDY DAY,” OY DAVID COX [a7By-183q].
Kational Gallery. Lonien,
Iﬂ_ the remarkabile landscape artists of his day, David Coz was notable forthe
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From Birmingham David Cox went to London to paint
scencry—at four shillings a square yard l—in the Surrey
Theatre, varying this work with sepia drawings, which he
sold to a dealer at two guineas a dozen for school copies.
Meanwhile he made every endeavour to improve his art
and took lessons from John Varley (1778-1842), an artist
of refined accomplishment, who was one of the founders of

13
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the Water-colour Society in 1804. Varley, who had had
his own struggles before he made a position for himself as
one of the best water-colourists of his time, liked Cox so
much and thought so highly of his talent that he would not
allow the young man to pay him for his lessons.

Under Varley’s tuition Cox rapidly improved his art and
his circumstances ; he was able to quit the theatre and
earn money in his turn by giving lessons, and in 1805 he
made his first visit to Wales, where he discovered Bettws-
y-Coed, ever after to be his Meccca. On his return he
exhibited his Welsh water-colours, which attracted some
attention, and in 1808 he married and sertled down in a
little house on Dulwich Common. Here he gave lessons to
pupils and polished his own art by the diligent study of the
surrounding scenery, learning to render the varied effects
of Nature and the aspects of morning, noon, and twilight.
In 1813 he was elected a member of the Water-colour
dociety and became one of the principal contributors to its
exhibitions,

In 1829 he made a tour on the Continent, choosing his
subjects on the coasts and in the marker-places of Antwerp
and Brussels, and the crowded bridges of Paris, but hediked
best the scenery of his own country, particularly the
mountainous country of Wales and Scuﬂzni whose gloomy
passes he painted with great effect and grandenr. He also
painted many views of the Thames and of the country round
London, but till he was past fifty he worked exclusively in
~ater-colours,

In 1839, however, when he was fifty-six, Cox became
acquainted with a young Bristol painter, William James
Miiller (1812—45), who had just returned from z long journey
through Greece and Egypt. Miiller was himself a very
brilliant colourist and a skilful painter in ails ; the man and
his work made 2 deep impression on Cox, who studied
Miller and watched him at work, and henceforward
devoted himself more to oils than to water-colours. About
1841 Cox left London and settled at Greenfield Honse,
Harborne, near Birmingham, and there, with an annual
excursion of some weeks to his beloved Bettws-y-Coed,
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he lived till the day of his death on June 7, 1859. During
these later years Cox gave himself chiefly to oil-painting ;
his best pictures were seldom seen in London during his
own lifetime, and when shown were not generally appreci-
ated. It was only after his death that his merit as an oil-
painter became widely recognised.

Whether in oil or in water-colour the work of David
Cox is distinguished by its light, its vigour, and its spacious-
ness. His picture “ A Windy Day ” (see page 385), also
known as “ Crossing the Common,” is a happy example of
the scene and weather he excelled in rendering.



XVl
NATURAL LANDSCAPE

THE ART OF CONSTABLE, BONINGTON, CROME, AND COTMAN
§1
NQUESTIONABLY the two greatest English
painters of landscape, and probably the two
greatest English painters of any kind, were Turper and
Constable, who were born within a year of one another.
Turner, as we saw in the last chapter, amassed a large
fortune ; Constable, on the other hand, could hardly earn
a bare living, and not until 1814, when the artist was
ﬂ‘:.irt}rd-eight, did he sell a picture to any but his own personal
friends,

How was it that, from a worldly point of view, Constable
failed where Turner succeeded 7 * The explanation is to be
found in the totally different character of the landscapes
painted by these two artists. Turner, as Claude had done
before him, made frequent nse of nominal subjects as an
excuse for his pictures of Nature; there was a dramatic
element in his art which appealed to the popular imagina-
tion, and even when, as in many of his later works, people
found difficulty in apprehending the elements of his style,
'I:hl:[? were insensibly affected by the splendour of his colour
and brought to admit that these pictures, if difficult to
understand, were paintings in the * grand style.”

Constable never made use of fictitious subjects and titles
a8 an excuse for painting landscapes, His works were
wholly free from any dramatic or foreign interest, and
following the example of the Dutch landscape painters of
the seventeenth century, he whole-heartedly devoted
himself to painting the simple, homely beanty of the
scenery in his native land. He modestly confessed that he

3848
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thought there was room for a ® natural painter,” and by
this he meant a painter who would devote himself to
painting as truly as he could the beauty of Natore without
importing into his pictures any extrancous reference to
Homeric legend or to events in the past or present.

His landscapes were long unappreciated because they
appealed to a pure love of Nature which was not fully
awake in the arust’s lifetime.  * My art,” said Constable a
little bitterly in his middle years, * flatters nobody by
imitation, it courts nobody by smoothness, tickles nobody
by petiteness, it is without either fal-de-lal or fiddle-de-dee ;
how can | then hope to be popular #

John Constable was born ungunc 11, 1776, nearly fourteen
months, to be precise, after the birth of Turner. He was
the son of 2 miller who owned watermills at Flatford and
Dedham and two windmills at East Bergholt in Suffolk.
It was at the mill house in East Bergholt that John Constable
was born, and here he passed the greater part of his youth.
His father wished lim to enter the Church, but Constable
had no inclination in this direction, and after he had finished
his education in the local school, at the age of eighteen he
assisted his father in the mill at East Bergholt which figures
in so many of his landscapes.

Meanwhile his love of Nature and art was encouraged by
a great amateur who happened to have his seat in the
neighbouring county of Essex and was quick to recognise
the talent of young Constable. Sir George Beaumont
(1753-1827) was something of a painter himself, he had
been a pupil of Richard Wilson ; and he was an enthusiastic
patron of art and artists. He had peculiar ideas about
colour, and his well-known saying that “a good picture,
like a good fiddle, should be brown,” was not helpful to a
painter like Constable, who saw the lovely greens in Nature
and painted them as he saw them; but at this time Con-
stable was a beginner, and the friendly encouragement and
advice of Beaumont decided Constable’s career.

One of the best things about Sir George Beaumont, to
whose zeal and generosity we owe in large measure the
establishment of the Mational Gallery, was his unremirting
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cflorts to make England appreciate the genius of her own
artists. As a young man he had waggishly shown up the
ignorance of the public and its ridiculous passion for foreign
artists by advertising in the newspapers that a wonderful
German had arrived in Bond Street who could take like-
nesses by a new method of heating the mirror in which the
sitter looked, and for ever fixing and preserving the re-
flection | On the next day a crowd of fashionable folk
flocked to Bond Street, only to be laughed at by the practical
joker and his friends.

Sir George Beaumont not only encouraged young Con-
stable to go on with his sketching, but lent him works which
might serve as models for his practice. Among these were
two water-colours by Thomas Girtin, which Constable
always maintained set his feet firmly in the right road, and
also Claude’s “ Landscape with the Angel appearing to
Hagar,” a work Beaumont so loved that he took it about
with him wherever he travelled. In 1826 he gave this with
fifteen other pictures to the nation, but finding he could not
live without it he asked for it back till his death, which
occurred in the following year. This Claude is now in the
National Gallery.

_The opinion of this artist-baronet naturally carried weight
with Constable’s father, and as a result of his influence
John Constable was permitted to go to London in 1795 to
study art. Here he was encouraged by Joseph Farington,
R.A. (1747-1821), who communicated to him some of the
E"Jr?mp“ he had himself derived from his master Richard

ilson, and in 1799 Constable, through Farington’s in-
fluence, was admitted to the Royal Academy Schools,
Although the first painting Constable exhibited at the
Academy was a lamﬂcap:, shown in 1802, he began his
professional career as a portrait painter, which was then
the only profitable branch of art. But after painting some
portraits and altar-pieces for Brantham in 1804 and for
Nayland in 1809, he came to devote himself more or less
exclusively to landscape, which was the true bent of his
genius. He felt he could paint his own places best, he
delighted in the flats of Dedham, with its trees and slow
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river “ escaping from milldams, over willows, old rotten
planks, slimy posts, and brickwork "; and so he finally
settled down as the painter of the rural sCenery among
which he had been born. In 1803 he had written, 1
feel now, more than ever, a decided conviction that I shall
some time or other make some good pictures ; pictures
that shall be valuable to posterity, if I do not reap the
benefit of them.”

These words were prophetic, and for some years almost
the only patrons the young artist had were a kindly uncle
and his friend Archdeacon Fisher, the nephew and chaplain
of the Bishop of Salisbury, Had Constable been content
to be a merely topographical artist as Farington and most
of the older water-colourists were, he would probably have
found it easier to sell his works and make 2 respectable
income ; but from the first it was his desire not merclﬁ
to paint * portraits of places,” but to give a true and fu
impression of Nature, to paint light, dews, breezes, bloom,
and freshness. The multitude of his sketches—of which
4 fine collection may be seen in the Victoria and Albert
Musenm, South Kensington—show how earnestly and
assiduously he studied Nature in all her aspects to attain
this end, and though a love of Nature and of truth is dis-
cernible even in his earliest works, it was only graduall
that Constable acquired the breadth and freedom whic
distinguish his later works,

If we compare even so beantiful an example of his early
style as ““ Boat-building near Flatford Mill {see page 306),
painted in 1815, with “ The Hay Wain ™ (sec page 109),
painted in 1821, we at once perceive the tremendous
advancé made by the artist in the intervening six years.
It is not altogether without significance to note that the
greatest strides forward in his art were made during the
carly years of his married life, and it may not unreasonably
be surmised that the happiness of his private life and
domestic contentment compensated Constable for public
neglect and helped to give him increased confidence in his
own powers,

It was in 1816 that he married Maria Bicknell, with whom
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“THE CORNFIELD,” BY JOHN CONS TABLE, R.A. (xyré-zBaz)
Natiogal Gallery, Lopdon

Though much adinired by the tliscerning when it was first exhibited at the Academy in

1826, this brilliant example ol Constalds's genius remalned cosald till after the aritst's

death, when a number of his admirers clubibed together to by the picture from his

execulors and presented it to the natlan. The church bn the distance |s Strationd
51, Mary, Saflolk.
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sketches for pictures of special importance, and the great
difference between the sketch and the picture is that t_i'll:
former was done in the open, dircctly from Nature, while
the latter was worked up in the studio. Consequently [:hc
sketch always contains a freshness and vigour, something

-

Phate : W. 4. Manssll & Co.
*BOAT-BUILDING NEAR FLATFORD MILL." BY CONSTABLE.
South Kensington Musmm, Londog.

This peaceful seene, palnted in 1813, B o perfect example of Constalide’s sarly styis belors
bie bad acquired the vigour and freedom whick distingiish his later works

of which is lost in the picture, though this last sometimes
has refinements of design not to be found in the sketch.
For example, in the “Sketch for the Leaping Horse,”
the bent willow is to the right of the horse and its rider, 25
it doubtless was in the scene that Constable actually be-
held ; but in the picture of “ The Leaping Horse ” in the
Diploma Gallery of the Royal Academy, the tree is shifted
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to the other side of the horse and rider, more to our left,
in order to improve the design and emphasise the rhythm
of the diagonal accents from the big tree on our left to the
water-weeds in the opposite lower corner. This trans-

ition of the willow-tree is exceedingly instructive, for
it proves that Constable did not, as some have maintained,
simply paint “ snapshots * of Nature ; he understood the
science of picture-making as well as any artist, and while
desirous above all of presenting the gemeral truth of the
scene before him, he did not scruple to alter the position
of one particular tree or other object if thereby he thought
he could imprave the compesition of his picture.

Constable was now fifty, but stll he was only an A R.A.
Neither “ The Leaping Horse ” nor “ The Cornfield”
(sec page 393), which he exhibited in 1826, moved his
brother artists to make him an Academician, and though
“The Cornfield " attracted a good deal of attention and
was one of the first pictures to make Constable talked about
in London, it did not sell, but remained in his possession
to the day of his death, There would seem to be no denying
that to the end a number of Academicians were unable to
appreciate the genius of Constable, and after the death of
Joseph Farington in 1821 he had no keen admirer with
influence within their ranks. The story is told that one
year, after he had at last been elected R.A. in 1829, Con-
stable submitted one of his works labelled with another
name to the Academy jury. When the majority had voted
for its rejection, Constable admitted his authorship and
quietly remarked, * There, gentlemen, 1 always thought
you did not like my style of painting.”

When official recognition came it was “too late,” as
Constable sadly said. Fortunately he was not in want,
for in 1828 his wife’s father had died and left Constable
the sum of f20,000, * This,” wrote Constable, * I will
settle on my wife and children, and I shall then be able to
stand before a six-foot canvas with a2 mind at ease, thank
God!”™ From this exclamation it wounld certainly appear
as if the painter himself took more pleasure in his six-foot
sketch than in painting a picture from it for the market.
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Any pleasure he might have experienced in his election
to the xﬂdnmy as a foll member in 1829 was counteracted
by his grief at the loss of his wife, who had just previously
died. It was the thought of this faithful companion and
helper that prompted Constable to say his election as R.A.
was “ too late.”

Though it would be a gross exaggeration to say that
Constable ever obtained anything like popularity in his own
lifetime, his landscapes after 1831 began to be known to a
wider public by virtue of the mezzotints of some of his
best paintings by David Lucas (1802-81). Lucas was an
engraver of genius, who brilliantly translated into black-
and-white the beauties of Constable’s light and shadow,
but when he first approached the artist for permission to
engrave his work Constable was dismally despondent about
the project. “ The painter himself is totally unpopular,”
he said, “and will be so on this side of the grave.
subjects are nothing but art, and the buyers are wholly
ignorant of that.” Nevertheless Lucas persisted with his
mezzotints, which did much to spread the fame of Con-
stable, and these ENgravings are now eagerly sought for at
high prices by collectors.

ongh never becoming actually despondent or em-
bittered, Constable naturally craved for the appreciation
which he felt he deserved, and in the endeavour to court
notice he even went so far a5 to advertise in the news-

I3 :

™ Mr. Constable’s Gallery of Landscapes, by his own hand,
15 10 be seen gratis daily, by an application at his residence.”

But few except other artists applied, and as he grew
older his house became fuller and fuller of unsold pictures.
After his sixtieth birthday, in 1836, his health became
uncertain, and on March 30, 1837, he died suddenly in
his house at Hampstead. Almost immediately after his
death the world awoke to his genius, and in the same year
a number of gentlemen who admired his work elubbed
together and bought from the executors his picture * The
Cornfield,” which they presented to the nation. Strangely
enough this artist, who was so little known during his own
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lifetime, has since his death become a familiar personality,
thanks to the pious solicitude of his friend, the genre-
painter C. R. Leslie (1794-1850), whose Memoirs of Fobm
Constable, R. 4. is one of the best biographies of a painter
ever written, It is a classic which, for the intimate insight
it gives us into the character of the man, may be compared

Fhota ; W A, Mansell & Ca,

“SALISBURY CATHEDRAL,” BY CONSTABLE
South Kensington Museum, Londono.
Une of Conatuble's earliest patrons and mest constant friends was the Rev. Joba Fisher,
cephew and chaplain to the Bishop of Salishury. (Owing to this friendship the artist
pilnted several pictures of Lhe fiﬁt’tﬂl. among whick this painting is ootable lor the
brilliance and beanty ﬁ

with Boswell's Fobmson. All who met Constable were
attracted by his simple, kindly, affectionate nature, and
perhaps the most touching tribute to his memory was paid
by 2 London cab-driver who, when he heard that he would
never drive Constable again, told Leslie he was  as sorry
as if he had been my own father—he was as nice 2 man
az that, sir.”

its. Hghting.
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Leslie had always been a firm believer in the genius of
Constable, and wrote of his works : “ ] cannot but think
that they will attain for him, when his merits are fully
acknowledged, the praise of having been the most genuine
painter of English landscape that has yet lived.” Sub-
sequent generations have corroborated Leslie’s opinion,
and another genre-painter, Sir |. D. Linton, who was born
three years after Constable’s death, has testified to the
genius of Constable and to the effect of his painting. * His
art,” wrote Linton, * has had the widest and most lasting
influence both at home and abroad. . . . Although Turner
is accepted as the greatest master of landscape painting,
and his work has not been without very preat influence,
Constable’s robust and massive manner has affected the
modern schools more universally,”

While we admire Turner we love Constable the more
dearly, perhaps because his art is so essentially English.
Never did a landscape painter travel less than Constable
in search of a subject. While Turner toured all over
Europe, Constable opened his door and found beauty
waiting to be painted. With exceptions so few that they
do not bulk largely in his work, al.r Constable’s landscapes
are drawn either from his birthplace, that is to say the
borders of Essex and Suffolk about the Stour, now known
as “ the Constable country,” or at Hampstead, where his
house yet stands. The hill with a clump of firs on it, close
to the Spaniard’s, is to this day spoken of as “ Constable’s
Knoll.” His only other sketching ground of real import-
ance was Salisbury, whither he was doubtless drawn by his
fnmdshig with the Rev. John Fisher. Of his many paint-
ings of Salisbury Cathedral, one of the most beautiful is
the painting (see preceding page) in the South Kensington
Museum, from which we see that had his bent been that
way Constable could have painted architectural subjects
as truly and beautifully as he did landscapes.

It was the supreme distinction of Constable to destroy
Beaumont's fallacy that 1 “brown ™ landscape was 2
* good hnd.sr,upc, and to paint-all the greenness in Nature.
He loved to paint the glitter of light on trees after rain,



and the little touches of white paint with which he achieved
the effect of their sparkle were jocularly alluded to as
* Constable’s snow.” No painter before him had painted
with so much truth the actual colour of Nature’s lighting,
and since Constable the true colour of Nature in light and

Pido : W. 4. Mamzell & Lo,

“WHEHRHIES ON THE YARE,"” BY JOHN SELL COTMAN [rria-1342l
Natiool Gallery, London

So little was the genivs of Cotman appreciated in his own day that this beautiful painting
was sold at Morwich in 181y for eighteen shillings |

shadow has increasingly become the pr:uccupatiuu of the
“natural ™ ]:1T'||.15|_':1}-!r: painter,

2
Constable was not the first nor was he the last English
painter whose art was appreciated in France long before
his talent was duly recognised in his own country, and it

may be argued that his triumph at Paris in 1824 was to
some extent anticipated by the warm welcome which he
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Parisians had already given to his young compatriot Richard
Parkes Bonington. The father of Bonington was an extra-
ordinary man who had originally succeeded his father as
governor of the Nortingham county gaol, but he lost this
appointment through his irregularities and then set up as
a portrait painter, while his wife I:n:§1:1 a school which was
the real mainstay of the family. His son Richard was
born at Arnold, a village near Nottingham, on October 25,
1801, and at an early age showed a talent for drawing
which made him another infant prodigy, like Lawrence.

Meanwhile his father's love of low company, intemperate
habirs, and violent political opinions had broken up his
wife's school, and about the time of the fall of Napoleon
the family fled to France, first to Calais and then to Paris.
Henceforward Richard Parkes Bonington, though still a
boy, was the chief breadwinner for the family. In 1816 he
obtained permission to copy pictures at the Louvre, where
he was said to be the youngest student on record, and he
also worked in the studio of Baron Gros, where his improve-
ment was s0 rapid that his master soon told him he had
nothing more to learn from him, and advised him to go
out into the world and paint from Nature on his own
account. This advice Bonington took, travelling exten-
sively in France and also visiting Italy in 1822. His oil-
paintings and water-colours, which were exceedingly rich
in colour and full of vitality, were quickly appreciated and
the reputation of Bonington rnpiﬁly increased in Paris.
In 1824, when Constable received his gold medal, another
gold medal was also awarded to Bonington for the two
coast scenes which he had sent to the Salon.

Though he had visited England now and again, Bonington
was quite unknown here till 1826, when he exhibited at
the British Institution two views on the French coast
which surprised the English painters and ar once gave
him a name among his own countrymen. In the following
year he exhibited another marine subject at the Academy,
and in 1828 —though still residing in Paris—he sent to the
Academy 2 view on the Grand Canal, Venice, and a small
historical painting of “ Henri 11T of France.” Though
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but twenty-seven years of age, Bonington for some time
had been greatly esteemed in France, and now commissions
flowed upon him from England alse. Anxions to fulfil
them, the artist worked feverishly during the hot summer,
and after a long day sketching under a scorching sun in
Paris he was attacked by brain fever, followed by a severe
illness. When his health had slightly improved he came
over to London for medical advice, but it was too late,
He had fallen into galloping consumption, and the brilliant
Emmis: of his career was cut short by his death on Septem-

er 23, 1828. He was buried in the vaults of 5t. James's
Church, Pentonville,

The early deaths of Girtin and Bonington were the two
greatest blows British art had received, and had they lived
it seems probable that Bonington might have gone even
further than Girtin. His range for his years was remark-
ably wide, and he was as skilful in painting figures as he
was in landscapes and marine subjects. His art was
picturesque, romantic, and often dramatic, while he had
an opulent sense of colour and was able to imbue his figure
paintings with a wonderful sense of life. In the Louvre,
Paris, where the artist studied as a boy, the examples of
Bonington’s art are more numerous and important than
those at the National Gallery, London, which possesses
two only, a Normandy landscape, bequeathed by Mr.
George Salting, and “ The Column of St. Mark, Venice "
(see page 407). Happily Bonington’s work is well repre-
sented in the Wallace Collection, where there are ten of
his paintings and twenty-four water-colours, among the
former being the picture of “ Henri IV and the Spanish
Ambassador,” which so long ago as 1870 fetched the con-
siderable price of 3,320 in a sale at Paris.

§3

Another great landscape painter who during his lifetime
never took the place in the world that his genius warranted
was John Crome, frequently called *“ Old Crome,” to dis-

tinguish him from his son, who also became a painter.
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A WINDMILL ON MOUSEHOLD HEATH,” BY JOHN CROME [t768—zBai)
National Gallery, London
Founder af the Norwich School, Crome devoted his lile 1o painting Lhe beauties of the

cougiry round his hirthplars, apd gever attempted lo establish himsslf {n Loodon. Fis
feeling for Light, air, and space are splendidly reveslsd in this mokle landscape.

any
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Crome, who was born at Norwich on December 21, 170g,
was the son of 1 poor weaver and began life as an errand-
boy, carrying bottles of medicine for a doctor, but when
he was about fourteen or fifteen his love of art led him to
apprentice himself to a house and sign painter. While
following his trade during his apprenticeship, Crome took
every opportunity of sketching the picturesque scenery
which surrounds his native city. He was very, very poor,
but he persevered and his perseverance gained him friends.
Chief among these friends was Mr. Thomas Harvey, of
Catton in Norfolk, who possessed a fine picture gallery
and encouraged Crome to study and make copies of the
pictures he had collected. Mr. Harvey's m'llfcﬂ.inu in-
cluded landscapes by Richard Wilson —by whom Crome
was greatly inﬁuenced—-Gainsbumugh‘s % Cottage Door,”
and many fine examples of the Dutch painters of the seven-
teenth century, notably Hobbema, for whose art C-ome
then conceived a passionate admiration which lasted all
his life. Mr. Harvey not only introduced Crome to othes
Norwich amateurs, but also obtained him some pupils to
whom he taught drawing, though at this time the artist
was only an awkward, uninformed country lad, whose
deficiencies of education were to some extent compensated
for by his great gifts and his natural shrewdness.
Meanwhile Crome had formed an intimate friendship
with a lad of his own class, Robert Ladbrooke (1770-1842),
then a printer’s apprentice, but also ambitious to become
an artist, Afrer living together for some two years, Crome
and Ladbrooke married sisters, and abandoning their
original trades they established themselves in partnership
as artists, Ladbrooke painting portraits at five shillings
apiece, and Crome acIE;Jg his landscapes for what they
would fetch—which was not always as much as five shillings !
But for Crome’s practice as a drawing-master he could
hardly have kept himself, let alone a family, in these early
ars, but gradually he acquired a local rtput:tiun and his
ndscapes ‘ound occasional purchasers, though at pirifully
low prices.
In February 1803 Crome gathered round him the artists
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of his native city for their mutual improvement, and from
this beginning arose the Norwich Society of Artists,
founded in 1805. The Society held annual exhibitions to
which Crome was a large contributor, for he rarely sent
his pictures to London for exhibition and consequently
was little known there. Crome’s pupils and associates,
among whom the mosr distinguished were John Sell
Cotman, James Stark (1794-1859), George Vincent, and
his eldest son John Bernay Crome, formed what is known
as the “ Norwich School.” The inspiration of this school
was derived chiefly from Crome, but also from the Dutch
painters by whom he was influenced.

The Norwich School prospered exceedingly, more o
than any other body of provincial artists has ever done in
England, and their success was due nat only to the excel-
lence of their own work but also to the fact that they
laboured in a field well prepared to receive art. It will have
been observed how many of the great English landscape
painters belonged to the Eastern Counties—Gainsbhorough
and Constable were both Suffolk men—and the extent to
which the art of all of them was influenced by the art of
Holland. The explanation is to be found in the jntimate
trade relations which had existed for centuries between
East Anglia and the Netherlands. Owing to this com-
mercial intercourse numbers of Dutch and Flemish pictures
found their way into East Anglian homes, and while London
during the ecighteenth century worshipped Ttalian art
almost to the exclusion of all other, well-to-do people in
Norfolk and Suffolk took a keener delight in the homelier
art of the Dutch and Flemish Schools. Thus at the very
time that Constable was being neglected in London, John
Crome was enjoying esteem and wide popularity in Norfolk.

It is true that Crome never made a fortune ; to the end his
lessons brought him in more money than his paintings, for
any of which fifty pounds was a long and rarely attained
price; but Crome did sell his pictures and in time became
quite comfortably off. In 1801 he moved into 1 bigihouse
in Gildengate Street, he kept two horses, and_managed
before his death 1o 1cquirc{many:gmdf'picture‘s and to
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“THE COLUMN OF ST. MARK'S, VENICE,” BY R. P. BONINGTON (1Boa—a8).
National Gallery, Lonson;

Though he died when be was only Iweaty-six, this artist grestly infuenced his con-
temporarses by his rich coloor and romantic feeling. Had helived be would undoublodly
have been one of the grestost artlsts of his time, _ ]

The view shown is of the Piazetty at Venlce, with the column suppor the wing: i
lion of 5t. Mark and the companion colurmn, on the right, which iy cr by a statue
ol 5. Themdore, the first patron saint of Veniee.

407



408 THE OUTLINE OF ART

form a library. Norwich was proud of her distinguished
painter, and a special seat was always reserved for him in
the par]uur of the old inn in the market-place, where in his
later years he was treated as an oracle, revered by all.

Under these circumstances we can understand why
Crome continued to reside in his native Norwich and was
never tempted to settle in London. In 1806 he exhibited
for the first time at the Royal Academy, but between then
and 1818 he only sent thirteen pictures in all to be
exhibited there. He visited London occasionally, twice he
went to Cumberland, in 1802 and 1806, once to Weymouth,
and in 1814 he made a tour in France and Belgium, but
his chief subjects were almost exclusively local. He was
perfectly satisfied with the lanes, heaths, and river-banks
surrounding Norwich, without wishing to journey further
afield. In his great tree picture, * The Poringland Oak,”
he rivalled hiz own idol Hobbema ; in “ Moon Rise on the
Yare,” he surpassed the moonlight paintings of Van der
Neer, by whom it was inspired ; while his masterpiece,
* Mouschold Heath,” at the National Gallery, will always
rank Crome amongst the grandest of landscape painters.
Asked by his son why he had painted this last subject,
Crome made the memorable reply : * For air and space.”

In addition to his oil-paintings Crome executed a few
water-colours and also a number of etchings. In 1834 s
series of thirty-one of his etchings was published under the
title of “ Norfolk Picturesque Scenery.”

While out sketching inqh.is fifty-third year he caught a
chill, and after a few days’ illness died on April 22, 1821,
On the day before he died he addressed to his son the words
so often quoted : * John, my boy, paint, but paint only
for fame ; and if your subject is only a pigsty, dignify ic.”
The art of Old Crome is indeed a perpetual reminder that
a masterpiece of painting is due far more to the trearment
than to the subject, and nobody knew better than the
Norwich master how to give dignity to the humblest subject
by its stately presentation in a well-balanced com position.

Though his landscape art is limited in comparison with
that of Turner and Constable, within his own self-imposed
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limits Crome is second to none. He did not set out, like
Turner, to mirror the blazing glories of dawn and snnset,
nor did he, like Constable, hold himself ready to paint
Nature and weather in every aspect: Crome waited for the
quicter moods of Nature in his own homeland, and he painted
these to perfection.

Fhoto » W. A, Mansell & Ca

“THE LAY WAIN," BY CONSTABLE.
MNationnl Galiery, London.
Almost unnoticed when shown at the Academy in 18521, this picture created a sentation

when it was exhibited in the Paris Salon of 18z4. Constsbbe was awarded a Gold Mirdal,
and his example led French artiats to adopt & new and truer style of landscape painting.

§4

The Norwich School owes its fame to two stars of the
first magnitude, Crome and Cotman, and to a host of lesser
luminaries, John Sell Cotman was fourteen years younger
than Crome, and though also born at Norwich, on June 11,
1782, he did not, like Crome, acquire his art education in
his native city. Cotman from the first wasina very different
position. He was the son of a well-to-do draper, received
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a good education at the Norwich Grammar School, and
was intended to enter his father’s shop ; but when his bent
for art clearly declared itself his father was sensible enough
to allow his son to make it his vocation and sent him to
London.

Cotman remained in London from 1800 to 1806, and
probably the most fruitful part of the education he received
there was his association with the group of artists who

Phelo » W, A. Manteli & Co.
*BRIGHTON BEACH WITH COLLIERS." BY CONSTABLE.
Sonth Kensington Museum, London.

I'se wigour and fresdom of the artisi's later style [s seen in this thickly painted sketch of
Brighton on day.

frequented the house of Dr. Thomas Monro, who has
already been mentioned in this Ouriine as the friend of
Turner and Girtin. In Dr. Monro’s honse at 8 Adelphi
Terrace, Cotman made the acquaintance of and worked
with all the most brilliant young artists of the day, and in
addition to the studies he made there under these stimu-
lating circumstances he joined a sketching club which
Girtin had founded.

To Girtin, who was not enly an inspiring genius but also
a most generous and affectionate friend, Cotman probably
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owed most at this stage of his career, and it must have been
a great shock to him when Girtin died at the early age of
twenty-seven. After Girtdn’s death in November 1802
London was not the same place to Cotman, and thoungh as
a young struggling artist he could hardly complain of want
of success—for he had exhibited no fewer than thirty
paintings at the Royal Academy between 1800 and 1Bo6—
he made up his mind to return to his native city.

In Lungun Cotman had applied himself especially to
architectural subjects, and it is possible that even in these
early days he was influenced in this direction by the gifted
West Country artist, Samuel Prout (1783-1852), who
excelled in water-colours of these subjects, and was living
in London from 180z to 1804 ; but when he rcturned to
Norwich in 1806 or 1807, Cotman at first set himself up
as a portrait painter. Graduoally, however, under the
influence of Crome—who was thirty-nine when Cotman
was twenty-five — he devoted himself more and more to
landscape. He became a member of the Norwich Society
of Artists and was for a tdme its secretary.

Cotman was a prolific worker at this time, and to the
Society's exhibition in 1808 he contributed no fewer than
sixty-seven works. In 18og he married, and soon afterwards
removed to Yarmouth, where he added to his means by
teaching drawing as well as painting in oils and water-
colours, and also etching. In 1811 he commenced a publi-
cation by subscription of his ““ Architectural Etchings,” and
having made a number of topographical tours thronghout
the country, he published in 1816 his * Specimens of
Norman and Gothuc Architecture, Norfolk Churches,” etc.
He formed a useful association with Dawson Turner, the
Norfolk antiquary, for whose antiquarian publications
Cotman drew and etched the illustrations, and during the
next three years (1817-1g) he made annual expeditions
into Normandy with this writer, whose dr:ff:ﬂmral
Antiguities of Normandy, illustrated by Cotman, was
published in 1822. All the time that he was engaged on
drawings for these and other publications Cotman was
exhibiting oil-paintings and water-colours both in Norwich
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and in London, but though several of these found purchasers
the prices were so low that, notwithstanding his immense
industry, Cotman could not have supported his wife and
family if, in addition to all his other activities, he had not
continued to give drawing lessons.

In 1825, when he was again living in Norwich, Cotman
was clected an Associate of the Water-colour Society in

a = 1 - T e B 2 .- ot y
Phota : W, A, Manell & Co.  Reproduced by permitsion of the Carporation of Maschesier.
“THE HIRELING SHEPHERD,” BY W. HOLMAN HUNT (1827-1510])
Manchester Art Gallery,
Ome of the three fonnders of the Pre-Raphaelite Brotherbood, Holman Hunt was throogh-

ot his life the meost falthiul adberent to that accurate ohservation of Nature which was
s early ddeal.

London, and from that year was a constant contributor to
the Society’s exhibitions; but rhough his work was known
and respected both in London and Norwich, the genius of
Cotman was never recognised in his lifetime nor indeed
for many years after his death. The struggle to make a
living began to tell on his nerves and health, and it was in
the hope of giving him some ease by assuring him a regular
income that his steadfast friend Dawson Turner, the
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antiquary, succeeded in getting Cotman appointed in 1834
as drawing-master at King’s College School, then in the
ﬁmud‘_vmﬁcmnﬁ.ng to London in view of this appointment,
Cotman sertled himself at 42 Hunter Street, Brunswick
Square, but the change seemed to do him more harm than
His health gradually declined, and the nervous
epression to which he was a victim became more and more
severe till in the end his mind became slightly unhinged.
His eldest son, Miles Edward Cotman (1811—58), a water-
colourist of moderate ability, succeeded him as drawing-
master at King’s College School, and on July 28, 1842,
John Sell Cotman died and was quietly buried in
chorchyard of St.Jn]m’a Wood Chapel, close to Lord’s
Cricket Ground. How little Cotman was appreciated then
was made painfully evident when his remaining oil-paintings
and water-colours were sold at Christie’s in the following

r. Works for which collectors would now ladly pay

undred of pounds hardly realised as many siﬂ]ing: in
1843, and the highest price for a painting by him then
obtained was £8 15s. ; the highest price given for a Cotman
water-colour was /6,

To discover exactly why an artist, afterwards recognised
to be a genius, is not appreciated in his own lifetime, is
never an easy task, but it is certain that many of his con-
temporaries considered Cotman’s work to be * unfinished ”
because it had that vigorous breadth which now wins our
admiration. Whether we lock at an oil-painting like his
“ Wherries on the Yare” (see Page 401), or a masterly
water-colour like the * Greta Bridge ™ (see page 410) at
the British Museum, we cannot fail to be impressed by the
grandeur which the artist has given to his rendering of the
scene by his subordination of detail and suppression of all
that is irrelevant.

Cotman took a big view of Nature, and the breadth and
simplicity of his masses materially help to give his pictures,
whether in oil or water-colour, 2 monumental majesty
unsurpassed even by his great contemporaries,



XVII
THE PRE-RAPHAELITES

THE ART OF FORD MADOX EROWN, ROSSETTI, MOLMAN HUNT,
MILLAIS, AND RURNE-JONES

§1

MONG the pupils of John Sell Cotman when he was
A a drawing-master at King’s College School was 2
strange, foreign-looking boy, the son of an [talian poet
and patriot living in exile in London. This boy was Dante
Gabriel Rossetti, who afterwards combined with Millais
and Holman Hunt to found the Pre-Raphaelite Brother-
hood. Innumerable books have been written in which it
has been sought to show that first one and then another
of these three young men was the real motive-power in the
founding of a new style of painting; but the fact remains
that it was not till all three came together in 1848 that any
revolution was effected, and it was the peculiar and diverse
gifts which each brought to the common stock which made
their union so formidable and enabled them eventually
to triumph over opposition and hostile criticism.

Rossetti, according to Ruskin, was “ the chief intellectual
force ™ in the association ; his fire, enthusiasm, and poetic
feeling were valuable assets, but technically he was the
least accomplished of the three. He had ideas, but at
first he was weak in translating them into drawing and
painting, and he shirked the drudgery of the discipline
necessary to perfect his powers of expression, Millais, on
the other hand, was not remarkable for original ideas, but
he had brilliant powers of eye and hand ; he was a precocious
genius in technique to whom the problems of drawing and
painting presented no difficulty. Holman Hunt had
neither the facility of Millais nor the impatience of Rosserti,

4
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but he had a high seriousness of purpose and a determined
perseverance which held the others steadily together and
chained their endeavours to lofry ideals,

Before comsidering what “ Pre-Raphaelitism ** was, and
what it ultimately became, it will be helpful to glance
briefly at the origin of its three founders. William Holman
Hunt, the eldest of the trio, was born in Wood Street,
Cheapside, on April 2, 1827, His father, the manager of
a city warchouse, opposed his wish to be an artist and placed
him at the age of twelve in the office of an estate agent.
His employer encouraged young Hunt's artistic leanings,
and the father reluctantly allowed the boy to spend his
salary on lessons from a portrait painter. In 1843 Hunt
was at last allowed to devote himself to art, but endrely at
his own risk, and the sixteen-year-old boy bravely struggled
along, studying half the week at the British Museum and
supporting himself by painting portraits on the other three
days. Eventually he was admitted as a probationer to the
Academy Schools, where he soon made friends with his
junior, Millais, and while studying still managed to earn a
bare living,

The youngest of the three was John Everert Millais,
who was born at Southampton in 1829. He came from a
Norman family sertled in Jersey, and his early childhood
was spent in that island, at Le Quaihouse, near St. Heliers.
His father was a popular, gifted man with some artistic talent,
who delighted in and encouraged the precocious ability
his son soon showed in drawing. In 1837 his parents came
to live in Gower Street, London, and on the advice of
the Irish ardst Sir Martin Archer Shee (1769-1850), who
was then President of the Royal Academy, young Millais
was sent to Henry 3Sass's art school in Bloomsbury. Here
his progress was so phenomenal that when he was only
nine years old he won the silver medal of the Society of
Arts. Two years later he was admitted to the Royal
Academy Schoals as the youngest student who ever worked
there, and * The Child,” as he was then called, was already
considered to be a marvel of precocity whose achievements
rivalled those of the youthful Lawrence.
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When he was twelve years old he painted his first picture
in oils, and in 1845, wrm he was sixteen, he was able to
earn [100 a year by painting in backgrounds for a dealer
and selling him some of his sketches, In the following
year he exhibited “ Pizarro seizing the Inca of Peru,” a
large painting of remarkable maturity now in the Victoria
and Albert Museum, South Kensington, and in the next
year, 1847, he was awarded a gold medal for his * Young
Men of the Tribe of Benjamin seizing their Brides.” In
neither of these pictures do we perceive any tendency of the
artist to revolutionise the style of painting then in vogue ;
both of them are more nrt{:ss in the manner of William
Erty (1787-1849), whoze art, like that of Sir Joshua Reynolds,
was chiefly based on the Venetian masters and whose colour
was rich, but heavy and dark. At the Academy Schools
Millais had already made the acquaintance of Holman Hunt,
but though the two young students may have been dis-
contented with the pictorial ideals of the time, and may
have discussed aims and methods in private, they did not
show any signs of a new faith in their works till after they
had mad}: the acquaintance of Rossetti.

After leaving King’s College School, Rosserti studied
art at Cary’s Academy in Bloomsbury, and though he was
not able to gain admittance into the life-class, he worked
in the Antique School of the Royal Academy in 1845 and
1846. Born in London in 1828, Dante Gabriel Rossetti
was 3 year younger than Holman Hunt, and a year older
than Millais, but though so near their own age, he was from
an art-master’s point of view far below them, so that he
was kept drawing from casts of antique statues when they
were already drawing and painting live human beings.
This was dull work for Rossetti, who was passionately
interested in life, and he looked around to see where he
might obtain more congenial tuition. He had been greatly
attracted by a picture he had seen in an exhibition, * Our
Lady of Saturday Night,” and he went to the painter,
Ford Madox Brown, and besought him to accept him as a
pupil. After some demur Brown consented, but when
Rasserti, though allowed brushes and colours. found that
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his new master’s method of tuition consisted in setting him
to paint studies of still life, his impatience at discipline soon
overcame him ; and declaring that he was tired of painting
* pots and pans,” when his head was full of exciting pictures
of romantic women and knightly men, he broke away from
Brown after an apprenticeship that only lasted some four
months.

Ford Madox Brown (1821-g93) was never a member of
the Pre-Raphaelite Brotherhood, but he was so much in
sympathy with their aims and his art was so nearly related
to their own, that some brief account of him must be
included in any review of this phase of English painting.
Madox Brown was six years the senior of Holman Hunt.
He was born in Calais at a time when David and the
Classicists had imposed a new artistic ideal on France, and
when he began to paint about 1835 this classical ideal was
being n:tn:E:d by a new romantic movement to which
Madox Brown was attracted. He was from his childhood,
therefore, conversant with Continental art movements—
as the majority of English painters were not—and after
studying at Bruges, Ghent, and Antwerp, where he was
the pupil of the Belgian historical and romantic painter,
Baron %V:ppr.n, he worked for three years in Panis. His
desire then was to become a painter of large historical
pictures, and in 1844 he came to England in order to
enter a competition for the commission to paint decora-
tions for Westminster Hall. In this he was unsoccessful,
and in the following year he went to Rome, where he
became acquainted with two curious German painters
named Cornelins and Overbeck. These artists were leading
semi-monastic lives, and in so far as they deliberately
cultivated the devotional frame of mind of the Italian
masters who preceded Raphael, they were the first * Pre-
Raphaelites.”” Cornelius and Overbeck, who were both
devout Catholics, worked in cells, and like the medizval
monastic painters, they prepared themselves for their work
by scourging, vigil, and fasting. In order that their work
might be free from all taint of * fleshliness,” they avoided
the use to human models, It is not likely that their day
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and rather affected painting influenced Madox Brown to
any great extent, but they doubtlessly opened his eyes to
the excellencies of the earlier Italian painters, and showed
him that there was more than one way of looking at Nature.

It cannot be too strongly emphasised that for the con-
noisseurs of the eighteenth and early nineteenth centuries,
the “ Old Masters " began where in the opinion of to-day
they end. We look upon Raphael, Michael Angelo, and
Leonardo da Vinci as the end of a great school of painters ;
but our forefathers were inclined to regard them as the
beginning of a great school. Their successors, men like
Annibale Carracci (1560-1609), Domenichino (1581-1641),
and Carlo Maratti (1625-1713), were at one time esteemed
as Masters, though to-day we recognise that their art was
decadent and debased. Cornelins and Overbeck were
perfectly right in preferring the painters before Raphael
to those who followed him, but they made the deadly
error of merely imitating the pictures of the Italian Primi-
tives, instead of going, as they had done, direct to Nature,
Thus the German painters made exactly the same mistake
as the late Italian painters had done, and their art was
sterile also for the same reason, because it was * soup of
the soup,” art based wholly on preceding art.

The effect of the early Christian painters on Ford Madox
Brown was to cause him, not to imitate their work slavishly,
but to look at Nature for himself, as they did. When he
did look he perceived that Nature was far brighter than it
appeared to be in the pictures of his British contemporaries
Since the time of Reynolds, Sir George Beaumont's dictum
that a good picture must be a brown picture had been the
general opinion, and though certain landscape painters
rebelled against this doctrine as we have seen, no English
figure painters made any serious stand against it till Ford

adox Brown and the Pre-Raphaelites began to exhibit.

How had this cult in brown pictures arisen ? The
explanation is very simple. Painters had observed that
the pictures by the recognised great masters, Rembrandt,
Titian, Tintoretto, etc., were usually brown in tone, but
this brownness was often due, not only to the pigments
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originally used by the masters, but also to the grime oi
centuries, to the “ tone of time.” Seeking to be praised
as “Old Masters™ in their own lifetime, painters used
artificial means to make their pictures look brown, and were
in the habit of painting on a brown bituminous ground in
order to give to their pictures a fictitious quality of golden-
brown light and “ Rembrandtesque ”* shadow. For Madox
Brown reversed the general practice of his day by painting
his pictures on a white ground, and immediately his colour
became brighter and truer to Nature.

By the ume he was back in England in 1846, Madox
Brown had come independently to very much the same
conclusions that Hunt and Millais were now whispering to
one another, and he had begun to adopt a method of
painting very similar to that subsequently practised by the
Brotherhood, to whom we must now return.

§2

Unknown to one another, Rossetti and Holman Hunt
both had a passion for the poetry of Keats, and it was this
that first really brought them together. It was in 1848
that Rossetti persuaded Madox Brown to have him as a
pupil, and to the Academy of that year Hunt had sent a
painting inspired by a poem of Keats. In the memoirs
which he wrote in his old age, Mr. Hunt gave an account

of how he met the younger artist in a picture gallery and
what ensued ;

Rossetti came up to me [he wrote] loudly declaring that my picrure of
" The Eve of St. Agnes ™ was the best in the collection. . . . Rossetti
frankly proposed to me to come and see him. Before this I had been
only on nodding terms with him in the schools, to which he came but
rarely and irregularly. He had always attracted there s following of
clamaorous students wha, like Millais"s throng, were rewarded with original
tketches. Rossetti’s subjects were of a different class from Millsis, not

of newly culled facts, but of knights rescuing ladies, A few days more
and Rossetti was in my studio,

“;The upshor of these mectings was that Rossetti left
Madox Brown and shared a studio with Holman Hunt,
under whese guidance he began painting his first picture,
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** The Girlhood of Mary Virgin ” (see opposite page). n-
timacy with Hunt naturally led to intimacy with his friend
Millais, and it is said that the immediate occasion of the
founding of the Brotherhood was an evening spent by the
three friends in the house of Millais’s parents looking at
engrayings of the early Italian wall-paintings in the Campo
Santo at Pisa. According to Mr. Hunt, it was Rossetti
who insisted that their union should be a close one, and
that it should be styled a * Brotherhood.” The term
* Pre-Raphaelite ” originated as a nickname, somebody
exclaiming when they had expressed a preference for the
painters before Raphael to those who succeeded him,
" Why, then you must be pre-Raphaclites.” The title
was adopted as an official label which fitly conveyed their
aims. These aims were to paint Nature with minute
fidelity and to regain the intense sincerity of the early
Italian painters, but undoubtedly Rossetti held that the
latter also implied intense poetic expression.

Thus the Pre-Raphaelite Brotherhood was established,
and in addition to the three founders, membership was
extended to Dante Gabriel’s brother, W. M. Rossetti, and
to three of their friends, Woolner, a sculptor, James Collin-
son, and F. G. Stephens. James Collinson was probabl
elected on the strength of his picture, * The Charity Bay'z
Debut,” in the Academy of 1847, and would doubtless
have been a more important figure had he not ceased
exhibiting after 1870 and retired to a monastery. His
most important picture, “ St. FElizabeth of Hungary,”
E}:J_nted mn 1851, is now in the Johannesburg Gallery.

illiam Rossetti and Stephens soon abandoned painting ;
both became art critics, and their eloquent and enthusiastic
articles did much to convert the public to an appreciation
of the work of the other Brothers.

It is no unusual thing for art students or young artists
to form themselves into clubs and societies, to hold regular
mectings, and to discuss their aims, methods, and ideals;
but 50 often the wlk leads 1o nothing. In the case of
Millsis and Hunt it led to a revolution of their painting ;
in the case of Rossetti it led to something approaching a
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masterpiece at the first effort. In 1848 Millais had ex-
hibited * Cymon and Iphigenia,” another painting in the
style of Etty; in 1849 he exhibited * Lorenzo and Iea-
bella,” now at Liverpool, and but for the conclayes of the
brethren and the stimulating encouragement of comrade-
ship he could never in one year have leapt the gu!f1wh1rc]::
separates the two pictures. Holman Hunt’s * Rienzi

/ s e
Photor W. A. Manwell & Ca.
" CHRIST IN THE HOUSE OF HIS PAREN I's." BY sSIR JOHK EVERETT
MILLAIS {1r2g-18ch)
Tale Gallery, Lotton

Dirmad biilly abused s mgan, oilous, revalting, and repilsive ** when it was first shown

at tha Acadeniy in 1850—Charles Lickens joining in the attack—this picture & oow

wenerally ﬂun:.idrzrwl to be the painter's noblest masterpiece. John Ruskin was the first
great wriler bo prafse it god his eulogy tumed the tide of public opinian,

was an equally sensational advance on his *“St. Apnes’s
Eve,” bat in many respects the most remarkable achieve-
ment of all was Rossettis “ Girlhood of Mary Virgin.”
Finely painted as * Lorenzo and Isabella  is, it has not
the touching simplicity of Rossetti's first painting; it is
more imitative, a skilful exercise in the mananer of the early
Italian masters, [t was immensely clever, but it was not
quite what the Pre-Raphaclite Brotherhood set out 1o do.
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Rossetti’s maiden effort may appear childish in places
when compared with the accomplishment of the Millais,
but it is 3 much better example of true Pre-Raphaelitism
in its absoluotely honest and unconventional attempt to
render what the painter saw. Mr. Hunt has told vs that

1! &
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every detail in this picture was painted directly from life
under his superyision, and it says much for his patient
influence that in the first year of the Brotherhood its most
romantic member should have painted the most naturalistic
picture. ) ; !

The tronble with Rossetti, owing to his teeming, poctic
imagination, had been that he had always wanted to paint
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things * out of his head ™ ar 2 time when his hand and eye
needed to be educated by an endeavour ro paint truly what
was before him. With infinite tact Holman Hunt let him
set to work on a romantic subject, the choice of his heart,
but he took care that every detail in this imaginative scene
should be painted truly and carefully from facts. In
Madox Brown’s studio Rossetti had rebelled at painting
5o prosaic an object 35 a pot; Hclman Hunt led him to
paint the same object with delight because it held the
symbolical lily needed by his subject. For the first time
in his life Rosserti became passionately interested in rhings,
becanse he had been made to see that they helped him to
cxpress his ideas. He borrowed big books from hi- father,
and window curtains from his parents’ house in Charlotte
Street. His sister Christina sat for the Virgin, and his
mother for 5t. Anne. He borrowed a child’s nightgown
and painted that on a small lay-figure, which probably
explains why the figure of the little angel is not so con
vincing as the head ; but when we remember that Rossetti
was painting every object in the picture for the very first
time we are compelled to stop fault-finding to marvel at
the wonder of his achievement.

“ Rienzi  and “ Lorenzo and Isabells * were exhibited
in the Academy of 1849 ; * The Girlhood of Mary Virgin "
in the Hyde Park Gallery known as the * Free Exhibition ™ ;
but somewhat to the disappointment of their authars they
attracted very little public attention. Even the * P.R.B.”
after Rossetti’s signature on his picture appears to have
escaped comment, Undismayed, if 1 trifle disappointed,
the young revolutionaries set ahout more vigorous pro-
paganda by means of new pictures, and a periodical, The
Germ, in which they mulg ventilate their opinions and
doctrines,

It was with the idea of writing a journal for this magazine
that during the summer Hunt and Rossetti made a tour
in France and Belgium, and this journal was duly written,
though later it was considered toq personal to be published
W The Germ 1In their judgments of the pictures they
was abroad the young artists were terribly severe. Van
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Eyck and the early Flemings they admired intensely, but
the works of the later painters from Rembrandt to Rubens
were dismissed in two words as ** filthy slosh.”

After what they had seen abroad they held more firmly
than ever before that it was not enough for a picture to
be correctly drawn and well painted, it must also enshrine
a worthy idea. In accordance with this doctrine, now
added to the rules of the Brotherhood, Hunt, Millais, and
Rossetti all chose serious subjects for the pictures they
intended to exhibit in 1850. Hunt painted * An Early
Christian Missionary escaping from Druids,” Millais his
famous “ Christ in the House of His Parents * (see page 426),
and Rossetti “ The Annunciation (see page 423), or
“Ecce Ancilla Domini” as it was originally called.
Curiously enough Rossetti, who in the previous year had

the most, was now the least Pre- aphaelite of the
three. His strangely beautiful work is not a vision of things
seen, but a reverie, the romantic rendering of a mood.
Apgain his sister Christina sat for the Virgin, and Thomas
Woolner posed for the head of the Archangel.

Millais, on the other hand, had now thoroughly grasped
the principle of Pre-Raphaelitism, and no longer giving a
clever imitation of an [talian Primitive, he outdid Hunt
himself in the thoroughness with which each detail in his
picture was studied from Nature. In order to get absolute
truth, Millais took his canvas to a carpenter’s shop to paint
the details; he painted the figure of Joseph from the
carpenter because that was, he said, “ the on y way to get
the development of the muscles right.” He was not able
to get sheep, but he purchased two sheep’s heads from a
butcher and painted t]]):e flock from them ; and it will be
observed that the sheep in the picture only show their
heads, the bodies being tactfully concealed by wickerwork.

By the time the Academy of 1850 opened the existence
and doctrines of the Brotherhood had become more widely
known, and this year there was no opportunity to complain
of any want of public attention, The three pictures
aroused a storm of criticism which fell with particular fury
on the head of Millais, The true meaning of * Pre-
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Raphaelite * was not very well understood, and the popular
view was that a group of young painters had set themselves
up to be “better than Raphael” and deserved to be
trounced for their vanity and impudence. And trounced
they were. * Their ambition,” wrote one newspaper critic,
“is an unhealthy thirst which seeks notoriety by means
of mere conceit. Abruptness, singularity, uncouthness, are
the counters by which they play the game.”

The title * The Carpenter’s Shop,” by which Millais’s
picture is now generally known, was contemptuously
applied to it by enemies of the Pre-Raphaelite movement.

e artist originally exhibited it at the Academy with no
other title than an extract from Zachariah (xiii. 6) :

And one shall say unto Him, What are these wounds in Thine hands
Then He shall answer, Those with which | was wounded in the house
of My friends.

The very humanity which endears the picture to us
to-day and makes it irresistibly winning was at that time
a cause of offence. Millais was accused of dragging down
the Saviour to * the lowest of human levels, to the level of
craving human pity and assistance.” The picture was de-
scri as “a pictorial blasphemy” from which right-
minded people would “ recoil with disgust and loathing.”
Even Charles Dickens took part in the general attack, and
denounced the picture in Housebold Words as follows :

In the foreground of the carpenter’s shop is @ hideous, wry-necked,
blubbering red-haired boy in a nightgown, who appears to have received
a poke in the hand from the stick of another boy with whom he had
been playing in an adjacent gutter, and to be holding it up for the con-
templation of a kneeling woman so horrible in her ugliness that (sup-
posing it were possible for a human creature to exist for 2 moment with
that dislocated throat) she would stand out from the rest of the company
as a monster in the vilest cabaret in France, or the lowest pin-shop in
England.

Since the famous novelist’s abuse was directed far more
at the persons than the painting, it is interesting to recall
that the * blubbering boy ** was little Noel Humphreys,
the son of an architect, while the * monster horrible in
ugliness ” was Mrs. Henry Hodgkinson. Not one of the
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people in the picture was painted from a professional model,
and though the body of St. Joseph is that of the carpenter
the head is 2 portrait of the father of Millais,

This shower of vituperation affected the fortunes of the
brethren, and Woolner, who had unsuccessfully competed
for a commission to execute a Wordsworth Memorial,
abandoned sculprure for a time and set sail for the gold-
diggings in Amstralia. There eventually he returned to
sculpture, and in later years he had a modest success in
Australia and England with his portrait busts. Holman
Hunt, who could not lean on his parents, as Millais and
Rossetti could, had a desperate struggle with poverty, and
was compelled to take on the job of washing and restoring
the wall paintings by Rigaud (1659-1743) at Trinity
House. Stephens was employed with Hunt on this work,
and William Rossetti got a place in the Inland Revenue
Office. Millais, though the most abused, was the best off
of the band, for a dealer named Farrer had the courage to
pay him f150 for his picture and showed his faith in the
artist by pasting all the adverse criticisms on the back of
the canvas. Late in the year a purchaser was found alse
for the picture by Hunt, who then abandoned his restora-
tion, and set to work on his splendid picture * Two Gentle-
men of Verona,” now in the Birmingham Art Gallery.
Millais at the same time began painting his * Woodman's
Daughter,” and in these pictures the artists obtained a
greater brilliancy of colour than they had yet secured by
painting upon a wet white ground. They prided them-
selves on having rediscovered one of the secrets of the early
Italian masters, and later on Hunt communicated the
*“ secret ” to Madox Brown, whose pictures certainly gained
much in luminosity and brightness of colour immediately
after 1851,

Rossetti had begun an oil-painting of a subject from one
of Browning’s poems, but he did not get it finished, so that
Millais and Hunt alone had to sustain the renewed attack
which was made when their pictures were exhibited in the
Academy of 1851, In addition to * The Woodman’s
Daughter,” Millais exhibited * Mariana, or the Moated
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Grange " and * The Return of the Dove to the Ark,” and
again he and Hunt were told that their paintings were
*“ offensive and absurd productions,” di lpa;-:_;g nothing
but * puerility,” “ uppishness,” and “ morbid infatuation.”
This year, however, they were not without defenders.
William Rossetti had begun his career as an art critic and
upheld Pre-Raphaelite aims and ideals in the columns of
the Elparm:ar. Still more important were two letters of
chivalrons and whole-hearted appreciation which appeared
in The Times, signed by * An Oxford Graduate,” and
everybody knew that the writer was the great John Ruskin.
In the same year appeared a new volume of Modern Painters,
in which Ruskin wrote of Millais and Holman Hunt :

Their works are, in finish of drawing and splendour of colour, the best
work in the Royal Academy, and I have great hope that they may hecome

the foundation of a more earnest and able school of art than we have
seen for centuries.

It is difficult to exaggerate the revulsion of feeling pro-
duced by Ruskin’s pronouncements, for at that time he was
almost a dictator of taste in England. Slowly the tide
began to turn in favour of the brethren, but it was very
nearly too late for Hunt. His picture retnrned to him
unsold from the Academy, he was absolutely penniless and
had nothing to tide him over until better times ; indeed,
he was on the point of abandoning painting and seeking his
fortune as a sheep-farmer in Australia when Millais and his
parents came to the rescue. Millais had made a little
money and, with his parents’ consent, he gave it to his
comrade in order that he might make one more attempt.
This generous help bound the two * Brothers ™ still more
closely together, and they spent the late summer and
e:r:{ autumn in the country near Surbiton, searching the
backwaters of the Thames to find just the right background
for the picture of “ Ophelia ” (see page 427), which Millais
had decided to paint, and studying the meadows for the
scene of Hunt’s crucial picture * The Hireling Shepherd ™
(see page 413). But Hunt did not have to wait till this,
perhaps his most perfect picture, was finished and cxhibited
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before learning that the tide was turning; for while he
and Millais were painting in the fields a letter was brought
them announcing that the Liverpool Academy had awarded
a prize of f50 to the painter of “ Two Gentlemen of
Verona,™

*“ The Hireling Shepherd * embodies the essence of Pre-
Raphaclitism and indicates its high-water mark. In the
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THE TRIUMPH OF THE INNOCENTS,” BY W, HOLMAN HUNT.
Wallier Art Gallery, Liverpool

Rigidly inithful all his life to Pre-Raphaslite principles, Mr, Holman Hunt visited
Palestine twica in oniller that ke might be able to paint sacred subjects with litersl truth
fo Syvian landscaps.  With postle imagination the sriist deplels the Sight into Egvpt

25 2 royal progress in which ** only the Child's eves wre open to see the childien whse
wakening souls are His cotipnue.™

heedless shepherd, who dallies with a coquettish beauty
while a wolf is worrying his sheep, a worthy moral lesson
is inculcated ; while irs bright, jewel-like colour reveals
the minute fidelity with which Nature has been painted.
When it was shown in the Academy of 1852 the battle
was nearly over, for though there was still considerable
opposition, the Pre-Raphaelite picture had now become an
accepted type of painting, and other Academy exhibitors
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were beginning to change their practice and paint in a
similar style.

The battle was won, but the Brotherhood was beginning
to break up ; Woolner was in Australia, Collinson thinkin
about retiring to a monastery, William Rossetti an
Stephens had definitely become writers, and worse still,
Dante Gabriel Rossetti was beginning to drift away. From
1850 to 1853 Rossetti produced no large picture, he was
steeping himself in Dantesque literature and his mind
was more occupied with poetry; now and again he pro-
duced some lovely little water-colours, Ruskin, who had
become his principal patron, encouraging him in this
direction wit]l: his purse as well as his praize. In 1853—
the year in which he painted “ The Order of Release ®
(see page 417) —Millais was elected A.R.A., and in the
following year Holman Hunt, who had just painted and
sold for f400 * The Light of the World,” set sail for
Palestine in order that he might be able to paint incidents
from the life of Christ with literal truth to the nature of
the country in which He lived, To the end Holman Hunt
remained the most consistent of all to the principles of
Pre-Raphaelitism.

For a little while after his departure the influence of
Holman Hunt lingered in England, “ Autumn Leaves "
and “ The Blind Girl,” both painted in 1853, are true Pre-
Raphaclite pictures, and they were the last paintings by
Millais that Ruskin blessed.” But gradually, as he went
on his way alone, Millais deteriorated, and though his
work rapidly won public favour so that his career hence-
forward was, from a worldly point of view, one of un-
interrupted success, his pictures ceased to be inspired by
the noble seriousness of Holman Hunt or by the poetry
of Rossetti. What had been sentiment degenerated into
sentimentality, and as his subject-marter became commoner
n quality, so an increasing laxity crept into his style of
painting. “ Bubbles,” the child picture so extensively
popularised as an advertisement by a firm of soap-makers,
18 the best known example of his later style, but the achieve-
ments which come nearest to the distinction of his early
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work are some of his portraits, notably that of John Charles
Montague, an ex-sergeant of the 16th Lancers, whom
Millais painted in the wniform of “ The Yeoman of the
Guard,” This picture was painted in 1876, and thirteen
years earlier Millais had been elected R.A.  In 1885 he was
created a baronet, and in 1896, after the death of Lord
Leighton, he was made President of the Royal Academy ;
but already his health was failing, and shortly after his
electign he died, on August 13 of the same year, and was
buried in St. Paul’s Cathedral by the side of his mighty
predecessor, Sir Joshua Reynolds,

§3

Meanwhile Rossetti had been treading another path,
forsaking the naturalism of Holman Hunt, but avoiding the
anecdotal triviality that tempted Millais; his pictures
became more and more dream-like in their imaginative
aloofness from life. The popularity that Millais courted
was shunned by Rossetti, who, relying on the patronage of
Ruskin and other admirers, ceased to exhibit his pictures
except in his own studio.

In 1857 Rossetti went to Oxford with the intention of
exccuting wall-paintings in the Debating Hall of the Union
Society, snd there he gathered round him a brilliant band
of pupils, chief among whom were two undergraduates from
Exeter College, William Morris and Edward Burne-Jones
(1833—98). Unfortunately the English climate is fatal to
true fresco painting, but though the Oxford decorations
rapidly perished, and to-day are hardly visible, they remain
histonic as marking the starting-point of a new phase of
Pre-Raphaelitism, in which the naturalist element was
lost and its place taken by a more deliberately decorative
and romantic medizvalism, Of this new school Rossetti
was as definitely the leader and inspirer a5 Holman Hunt
had been of the original Brotherhood, and though for many
years the pictures produced by Rossetti and his followers
Fu]}mucd to be commonly described as Pre-Raphaelite,”
it 18 now clear that their productions really had little to do



Photo : W. 4. Maonssll & Co.

“THE DAY-DHEAM,” BY ROSSETTL
South Kensington Museum, London.
A beantiful example of Rosetii's thind asd Last F-hm. during whick

his model and ioepiration was the beantiful wite of his disciple,
William Morris

LEL]



440 THE OUTLINE OF ART

with the original Pre-Raphaelitism, but formed part of
what became known later as the  Eetheric Movement.™

In 1862 Eleanor Siddal, who for ten years had been
Rossetti’s model and constant inspiration, died, and at
first the bereaved husband was so prostrated with grief
that he was totally unfitted for work. But two years later
he recommenced painting in oils, and reached the highest
point in his * Lady Lilith ” of 1864, and *“ The Beloved ™
(see page 432), painted in 1865-6. Though nominally a
subject from the Song of Solomon, this voluptuous pre-
sentation of feminine beauty, which for sheer loveliness
rivals a Borticelli, is far removed from the simple and
comparatively stern Biblical paintings of the artist’s youth.
The subject is clothed in the garb of medizvalism, enveloped
in the romance of a fairy-tale, and heightened by a brilliance
of colour unsurpassed in the painter’s work.

Rossetti’s pictorial work may be divided into three periods,
each of which is dominated by an ideal of womanhood
derived from a living woman ; in the first period she is his
sister Christina, in the second his wife Eleanor Siddal, and
the inspiration of the third was Mrs. William Morris. Of
the many pictures she inspired one of the most beautiful is
“The Day-dream ™ (page 439) in the lonides Collection
at South Kensington, but though he painted her in many
characters, he never painted Mrs. Morris as Dante’s
Beatrice, That character was sacred to his wife, and
it was in memory of her that he began to paint in 1863—
though it was not finished till much later—the * Beata
Beatrix,” now in the Tate Gallery. The picture, according
to Rossetti, * is not intended at all to represent death, but
to render it under the semblance of a trance, in which
Beatrice, seated at a balcony overlooking the city [Florence],
is suddenly rapt from carth to heaven,”

Rossetti died at Birchington in 1882, but his ideals were
faithfully carried on by the most celebrated of his pupils,
Edward Burne-Jones, who had been intended for the
Church, but after meeting Rossetti at Oxford felt he must
be a painter. One great difference between their pictures
lay in their different ideals of womanhood, for while the
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women of Rossetti were full-blooded and passionate, those
of Burne-Jones were of so refined a spiritnality that to
many people they appear anmmic. Otherwise the paint-
ings of Burne-Jones are as remote from naturalism as the
later works of Rossetti ; he also gives us dream pictures of
an imaginary medizvalism ; and while Rossetti, as became
his Italian descent, found his ideal in the Florence of Dante’s
time, the Welshman Burne-Jones fittingly found his in
the legendary court of King Arthur.  Both, however, were
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'THE MILL." BY 51R E. BURNE-JONES
South Kensingion Musmum, Lomdon.
This vishon of an imaginary world remote fram actual life shows bow Barne- Jones s ides

af womanhood differs from that of Rossetti, and how far removed are his pictorial ideals
from ihe saturalism of MillalE and Holmon Hunt.

inspired by the same feeling for chivalry and romance, and
the distance that had been travelled from Holman Hunt's
naturalism may be traced in the famous confession of
Burne-Jones that he longed to paint “ the light that never
was on sea or land. ™

In 1884 he exhibited one of his best known and most
popular works, “ King Cophetna and the Beggar-Maid ™
(sec page 436), at the Grosvenor Gallery, and two years
later, at the age of fifcy-three, he was tardily elected A RA.,
but he was never much in sympathy with the Academy,
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seldom exhibited there, and in 18g3, five vears before he
died, he resigned his Associateship.

In addition to his pictures and water-colours, Burne-
Jones designed a number of tapestries and stained-glass
windows for his lifelong friend William Morris, whose
unbounded artistic energy found more congenial occupation
in reviving crafts than in practising painting, In Morris
the medizvalism of Rosserti found a furiously eager and
thoroughgoing exponent, and though many of his ideas
were unpractical, his inauguration of the Arts and Crafts
Society was one of the most fruitful art movements of the
Victorian era, and to him more than to any other man we
owe not only the revival of tapestry and stained glass but a
great improvement on fine printing, in furniture, pottery,
m]l-;i:Jpcn, and interior decoration generally.

Holman Hunt, the eldest of the Pre-Raphaelites, survived
them all, and after painting a series of sacred pictures
unique in English art for their religions fervour and geo-
graphical exactitude, he died in September 1910 at the
great age of eighty-three,



XVIII
THE VICTORIAN AGE

THE ART OF LANDAEER, LEICHTON, POYNTER, ALFRED STEVENS,
ALBERT MOORE; ORCHARDSON, AND G. F. WATTS

§1

EVERAL of the artists already mentioned in this
OvurLine—among them being Turner, Cotman,
and David Cox— were alive and working when Queen
Victoria ascended the throne in 1837, but we are not in
the habit of thinking of any of these as typical artists of
the Victorian era. Even the Pre-Raphaelites, whose art,
as described in the last chapter, shed so much lustre on the
Queen’s long reign, were a group apart from the general
trend of the times, and none of these painters—with the
one exception of Millais in his later years—showed in his
art those peculiar characteristics which we are now
inclined to label broadly as * Victorian.”

Just as in politics the reign of Victoria was distinguished,
before all things, by the growth of Democracy, so painting
during this reign approached more closely than it had ever
done before to popular ideals. Under Queen Victoria
English painting Eecame a homely, easily understandable
art, appealing to the people by clear representation of
simple themes often founded on everyday life, and almost
always tinged by a sentiment perceptible and congenial to
the huml;glut intelligence. Subject was of paramount
importance, every picture told a story, and the story was
usually of a simple nature that required no erudition for
its comprehension, one that all who ran could read.

Of 1 host of pictures of this description only a few can
be mentioned here. The gquintessence of Victorianism may
be found in the paintings of William Powell Frith (181g-

LLR|
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190g9), whose “ Derby Day,” now in the Tate Gallery,
created a sensation in 1858, and whose * Railway Station,”
painted four years later, is a still more dramatic assemblage
of the * all sorts and conditions of men ** who go to make
the world. No knowledge of the Old Masters or of the
technique of painting is needed to enjoy Frith's * Railway
Station ** ; everybody can recognise the bridal couple being
“ seen off " by their friends, the boy who is going to schoal,
the new recruit taking leave of his parents, and the criminal
who is being arrested at the moment when he thought to
escape. This picture is not only full of the incidents
which may be seen at any railway station ; it is full of the
simple human emotions which all have experienced and
all can understand.

Very much the same qualities—though the subjects are
entirely different—can be found in the works of Sir Edwin
Landseer, R.A. (1802-1873), who was reputed to have
been Queen Victoria’s favourite painter, and was certainly
one of the most popular and most successful painters of
his day. Edwin Henry Landseer was born in London and
was one of a family of artists. He was the third son of
John Landseer, A.R.A., a painter and engraver ; his brother
Charles Landseer (1799-1879) also became a successful
Eainter of historical and animal pictures; and his eldest

rother, Thomas Landseer, became an expert engraver,
whose prints after his brother’s pictures materially con-
tributed to the wide-spread fame and popularity which
* Edwin Landseer enjoyed. Animals specially appealed to
the young artist, and some of his earliest studies were made
in 2 menagerie at Exeter Exchange, where the Strand
Palace Hotel now stands, The first distinction he received
was 2 premium from the Society of Arts for his drawing of
* A Horse for Hunting,” and at the age of fourteen he was
admitted as a student to the schools of the Royal Academy,
where he had already made his debut as an cxhibitor with
a painting of * The Heads of a Poynter and Puppy.”

Up to about 1820 his subjects had chiefly been dogs and
horses, but he soon added other animals to his repertory.
Among his father’s friends was the historical painter
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Benjamin Robert Haydon (1786-1846), and on the advice
of this artist Landseer, while still an Academy student,
learnt to dissect and make anatomical studies of animals.
Taking advantage of the death of a lion in one of the
menageries, he diligently studied its anatomy, and the
knnwf:dgt thus gained gave him a power in the drawing
of that animal notable in his fiture works. The first froits
of these studies were his pictures “ A Prowling Lion ” in
the Academy of 1821 and * A Lion Disturbed ™ in the
following year. In 1824 he exhibited “ The Cat’s Paw,”
a picture of a monkey seizing a cat’s paw to take roasting
chestnuts from a fire, this being one of the first of his
animal paintings in which an obvious moral was happily
combined with humour.

In this year, when Landseer was twenty-two, he accom-
panied his friend and fellow-student C. R. Leslie (1794~
1850) on a visit to Scotland, where the two young artists
had the honour of staying with Sir Walter Scott at Abbots-
ford. Landseer drew the dogs of the author of Waverley,
and was introduced by the novelist to the deer forests of
Scotland, Henceforward the * monarch of the glen™
became one of Landseer’s favourite subjects, and deer-
stalking was the sport which he loved beyond all others;
but it is said that the sportsman was often vanquished by
the artist, and that when a particularly noble animal came
in sight, Landseer was apt to fling down his rifle and pick
up instead his sketch-book and pencil,

In 1826 he was elected A.R.A., and his prosperity being*
now assured he left his father’s house and established himself
at 1 St. John's Wood Road, where he lived unmarried till
the day of his death. Landseer now widened the field of
his art, and painted pictures of various subjects, among
them being several portraits. One of the most successful
of the last was * Lord Cosmo Russell,” a picture of a little
boy on a rough pony scampering over the heather:; but
while he never lacked patrons even for portraiture, his fame
and puftulaﬁty depended chiefly on his animal pictures, and

articularly on his paintings of dogs. A witty canon of
3t. Paul's, who was advised to have his portrait painted by
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Landseer, langhingly declined with the remark, *“Is thy
servant a dog that he should do this thing #

In 1834 he exhibited at the Royal Academy * Bolton
Abbey in the Olden Time,” one of the best known and
most popular of all his works, which has been made familiar
throughout Great Britain not only by engravings but also
by innumerable copies in needlework. ~ In 1837 he increased
his already great reputation by his picture of a faithful dog
watching beside a coffin, entitled “ The Old Shepherd’s
Chief Mourner,” a work of intense pathos, and in the
following year he painted a noble Newfoundland dog as
“ A Distinguished Member of the Humane Society.” No
painter ever surpassed Landseer in rendering all the varied
aspects of canine character, and while in some of his pictures
he attained a sublimity of pathos so that some captious
critics accused him of making his dogs * too human,” in
others he showed a subtle humour which is irresistible.
Probably no English picture has ever enjoyed a wider
popularity than “ Dignity and Impudence  (see preceding
page), in which Landseer amusingly contrasts an old blood-
hound of the Duke of Grafton breed with a little Scotch
terrier called * Scratch.” Landseer loved dogs and kept
a troop of them in his home at St. John's Wood.

From 1839 onwards the artist enjoyed a considerable
intimacy with the Royal Family. He taught both Queen
Victoria and the Prince Consort to etch and painted many
pictures for them, one of his largest being *“ The Drive,
Shooting Deer on the Pass.” He had been elected R.A.
in 1831 and in 1850 he was knighted. He was a sculptor
as well as a painter, and in 1859 he was cummissiunbg to
cxecute the lions for the base of Nelson™s Column in
Trafalgar Square. On this work the artist was engaged,
off and on, for some half a dozen years, and his lions were
finally uncovered at Trafalgar Square in 186g. Two of
the studies which Landsecr made at the Zoo for these
lions are now in the National Gallery (Nos. 1349 and 1350).

Three years earlier, on the death of Sir Charles Eastlake
(1795-1865), Landseer had been offered the Presidency of
the Royal Academy, but he declined the honour, for though
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a general favourite, popular alike at Court, in society, and
with the public, he was subject to fits of depression brought
shout by ‘an almost morbid sensitiveness and a certain
constitutional delicacy. Towards the end of his life he
suffered continually from nerves, and his general state of
health was sadly impaired by a railway accident in November
1868. This accident not only left a scar on his forehead
but affected his memory, so that his last years were much
clouded. He died in his house in St. John’s Wood on
October 1, 1873, and waz buried in state at St. Panl’s
Cathedral.

The tradition of painting animals with affectionate in-
sight, founded by Landseer, has been followed with success
by many other British artists, prominent among them being
Briton Riviére (1840-1920), who, after being influenced
at first by the pictures of the Pre-Raphaclites and by
Tennyson’s poetry, soon turned his attention to the painting
of {Jictures in which animals played an important part. His
well-known * Sympathy " (see preceding page), in the Tare
Gallery, is 2 characteristic Victorian picture in the Landseer
tradition, but in gayer and more agreeable colours. It
tells its own story clearly, and can never fail to appeal 1o
all who love children and dags and have noted the unspoken
sympathy which exists between them.

$2

Victorian painting was essentially a story-telling art, but
the stories were not limited to one country or to one
century. The classical revival, the delight in pictures repre-
senting the life of anciont Greece and Rome, which marked,
as we have seen, the art of France during the Revolutionary
Period, did not show itself in England till nearly halfl a
century later. The man who introduced this style of picrure
into England was Frederick Leighton, who, though born
at Scarborough in 1830, spent the greater part of his early
life abroad. Leighton was the son of a physician and spent
his boyhood in Ttaly. When he was only ten yuars old he
studied drawing at Rome, and afterwards lived in Florence,
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where he was taught by several Italian artists. When he
was cighteen he visited Brussels, and in the following year
he continued his art studies in Paris, where he attended a
life-school and copied pictures by Titian and Correggio
in the Louvre. 1850 he went to Germany, visiting
Dresden and Berlin, but staying longest at Frankfort,
where he worked for two years under a painter named
Steinle, and was to some extent influenced by the painters
Cornelius and Overbeck, who were mentioned in the last
chapter. From Germany he returned to Paris, where he
had a studio in the Rue Pigalle. At this time he was much
enamoured of the earliest Italian artists, and his first oil-
painting, executed at Frankfort, represented “ Giotto
found by Cimabue among the Sheep.” It was from Paris
that Leighton sent to the Academy of 1855 his picture of
“ Cimabue’s Madonna carried in Procession through the
Streets of Florence.” This picture, with its precise drawing,
elaborate design, and fresh, clear colour, created a tremend-
ous sensation in London, and when it was bought by
Queen Victoria the reputation of the painter was immedi-
ately made. It was not till five years later, however, that
Leighton left Paris and settled in London.

Leighton was now thirty years old, and he was an accom-
Pliahed, much-travelled man of the world. He had charm-
ing, courtly manners, and his prestige in the arts was

ualled by his social success. executed a number of
illustrations for the Brothers Dalziel, but he had no lack
of other patrons, and received numerous commissions for
decorative liajntinga and subject pictures. He gave himself
largely to the illustration of Greek history and legend, two
of his most famous pictures in this style being “ Daphne-
E]mri: " and “ The Return of Persephone,” now in the

eeds Art Gallery. He was generally considered to have
recaptured the spirit of Greek art better than any artist
since Raphael, and * The Bath of Psyche  (see page 460)
18 a famous example of the almost waxen perfection of his
figures, and of his manner of idealising the nude.

The graceful sense of form noticeable in his paintings
was also displayed in Leighton’s works of sculpture, of
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which the best known are “ The Sluggard * and “ Athlete
with Python,” both in the Tate Gallery. From the moment
he set foot in England, Leighton’s career was a series of
unbroken successes. He was elected A.R.A. in 1864, R.A.
in 1868, and ten years later, after the death of Sir Francis
Grant in 1878, he was elected President of the Royal
Academy and received a knighthood. He was created a
baronet in 1886, and on January 1, 1896, a few months
before his death, he was made Baron Leighton of Strerton,
being the first British painter elevated to the peerage.

Leighton never married. He built himself 2 handsome
house, with an Arab Hall, from his own design, at No. z
Holland Park Road, and his home, now known as Leighton
House, is preserved as a memorial of his art.

Looking backward, we may surmise that the wide popu-
larity enjoyed by Leighton and his followers was not
altogether unrelated to the revival of interest in antiguity
and archmology which, beginning in the reign of Queen
Victoria, has continued undiminished to this day. At a
time when the mind of the public was roused by reports
in the newspapers of the discoveries made by excavators
in Greece, Egypt, and elsewhere, it is not surprising that
visitors to the Academy should have made favourites of
those pictures which sought to portray life as it was in
Greece or Egypt in the olden days.

Among a number of scholarly artists who were influenced
by the example of Leighton, one of the most distingnished
was his eventual successor in the presidency of the Royal
Academy, Sir Edward John Poynter (1826-191g), This
artist was born in Paris and was the son of an architecr,
Ambrose Poynter, who was himself a skilful painter in
water-colours and had been an intimate friend of R. P.
Bonington. E. J. Poynter studied art first in the Academy
schools and afterwards in Paris, where one of his most
intimate friends and fellow-students was the illustrator
George du Maurier, author of Trilby. Poynter first
exhibited at the Academy in 1861, and during the earlier
part of his life he designed a number of decorative works,
among them being mosaics for the Houses of Parlisment
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and for St. Paul’s Cathedral. He also, like Leighton,
executed illustrations—some of which appeared in Once-a-
Week—and painted portraits as well as landscapes; but
though his activities were many and various, he was best
known by his paintings of Greek, Roman, and Egygtiil‘.l
subjects. His first great popular success, and probably
the most moving picture he ever conceived, was painted in
1865 ; * Faithful unto Death ™ (see page 449), now in the
Walker Art Gallery, Liverpool, shows a Roman soldier
standing unmoved at his post while Pompeii is being de-
stroyed by earthquake and volcanic eruption, and in this
picture the artist not only shows exactitude in archzological
detail, but also expresses a nobility of purpose which every
human being can understand and :gmirc. In 1867 he
painted * Israel in Egypt,” but in later years he seldom
approached the high seriousness of these early pictures,
and though he maintained his popularity with scholarly
and agreeable renderings of classical scenes, like “ A Visit
to Asculapins™ in the Tate Gallery, the subjects of
these pictures tended to become lighter and sometimes
trivial.

In addition to his work as a painter Sir E. J. Poynter
was overwhelmed by official duties. He was elected A.R.A.
in 1869 and two years later he was appointed the first
Slade Professor at University College, London, a post
which he held till 1875, when he became Director of the
Royal College of Art at South Kensington, over which he
presided for seven years. Meanwhile he had in 1876 been
elected R.A., and henceforward his influence in the Academy
council steadily increased. In 1894 he was appointed
Director of the National Gallery, London, and he held
this post till 1905, although ‘in 18g6 he had been
appointed President of the Royal Academy, in succession
to Millais, He was knighted in 1896 and made a baronet
in 190z,

The wealth of Victorian England not only fostered
native art, but naturally drew to these shores a number
of foreign artists. Among them was one of the mast

famous of our modern classical painters, Sir Lawrance Alma-
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Tadema, This artist was born in Holland in 1836, and
after studying art in Antwerp gave his attention to historical
painting. He began with early French and Egyptian sub-
jects, but commenced his series of Greek subjects about
1865. In 1869 he sent his painting ** The Pyrrhic Dance ”
to the Academy in London, where it was so well received
that the painter decided to sertle in England and became
naturalised in 1873.

In the hands of Alma-Tadema the classical picture
became historical in detail but playful and fanciful in subject.
The Victorian anecdote reappeared in a Greek or Roman
dress, as in his picture “ A Silent Greeting ™ at the Tate
Gallery, in which a Roman warrior places a bunch of roses
in the lap of a sleeping lady. “ Love in Idleness ™ (see
page 450) is a characteristic example of his art and shows
the wonderfully painted marble accessories which he was
so fond of introducing into his pictures. Though full
himself of antiquarian knowledge, and often called upon
by Irving and other theatrical producers to assist in giving
verisimilitude to the costumes and scenery for historical

lays,, Alma-Tadema never wearied the public with his
earning, and his ‘ric:u_ms were in the nature of agreeable
dreams which made no serious demands upon the intellect
or high emotions of the spectator. In the course of a long
and successful career Alma-Tadema was elected A.RA. in
1876, R.A. in 1879, knighted in 1899, and received the
Order of Merit in 1905. He died while staying at Wies-
baden in 1912,

While all these artists enjoyed fame and fortune in their
lifetime, other artists of equal or superior gifts were less
appreciated by their contemporaries, though in several
cases their fame is higher to-day than that of the popular
favourites of their day. If we number Albert Moore
(1841-93) among the Victorian classical painters, we must
be careful to draw a distinction between his art and thar
of Leighton, Poynter, and Alma-Tadema. For, whereas
these three artists emphasised the illustrative element in
painting, Albert Moore laid more stress on irs decorative
element. Moore was not anecdotal, and for this reason his
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decorative compositions dud
not make so easy and obvious
an appeal to his contempor-
aries; but he was filled with
the Greek spirit of beauty,
and his painting * Blossoms "
{see page 463) is now one
of the most admired of the
quasi-classical pictures in the
Tate Gallery. Moore was
born at York and was the
son of an artist, but though he
was trained in the Academy
schools and began to exhibit
at the Academy in the *sixties,
he was not well received
there, and subsequently ex-
hibited chiefly at the Gros-
venor Gal]cry and the Old
Water-colour Society. He
was never elected a member
of the Academy, but asso-
ciated with Whistler and
other independent arusrs
An admirable draughtsman
and designer, Albert Moore
was also gifted with a re-
fined and delicate sense of
colour equalled by few of his
contemporaries,

His brother Henry Moore
(1831-95), an excellent marine
painter, received more official
recognition ; he was elected

Photoz T, A. Mansell & Ca, A.R.A.in 1886, R.A. in 1893,
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§3

Apart from all the other artists of his time stands the
lonely figure of Alfred Stevens (1817-73), who, thougl
never fully appreciated by his own contemporaries, is now
generally recognised to have been probably the greatest
and most complete artist that England ever produced.
Stevens was cast in a heroic mould and ought to have
lived in a heroic age; painter, sculptor, and architect, he
possessed the universality of some giant of the Renaissance ;
and no other artist of any country has approached more
closely in his work to the temper of Michael Angelo. Yer
this great Englishman was never recognised or honoured
by the Royal Academy; throughout his life he had a hard
struggle to make a living, and while his Wellington Monu-
ment and Prophets for St. Panl's Cathedral prove that he
was capable of executing works of the mightiest genius
both in painting and in sculpture, for want of more appro-
priate employment Stevens was condemned to spend a
great part of his life in designing stoves, fenders, etc., for
commercial firms.

Alfred Stevens was born at Blandford in Dorset in 1817.
Ile was the son of an heraldic painter, whom he assizted
from an early age, and while he was still in his "teens his
rare genius was recognised by some of the better-off residents
in the district, who subscribed a purse to enable him to
study art in Italy, Thuos asisted, Stevens went to ltaly
in 1833, and stayed there for nearly nine years, studying
painting, sculpture, and architecture, chiefly in Florence
and Rome. In the latter city he was for two years (1841-2)
assistant to the Danish sculptor Thorwaldsen (1770-1844),
author of the famous Lion of Lucerne, carved in the soli
rock in memory of the Swiss Guards who died in defence of
lLouis XVI and Marie Antoinette.

When Alfred Stevens returned to England in 1842 he
was, according to modern authorities, * the most thoroughly
‘educated artist the country has seen,” but his erudition
and genius long failed to find suitable employment. In
1844 he competed, unsuccessfully, for a commission to
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execute decorations in Westminster Hall, and in the follow-
ing year he accepted an appointment as Master of Archi-
tectural Drawing, Perspective, Modelling, and Ornamental
Painting to a new Scllu};ol of Design at Somerset House.
To Stevens, however, teaching was never more than a
stopgap; he knew that his real business in life was to
create works of art, and consequently as soon as he was
given an opportunity to do creative work he resigned his
appointment and in 1847 he began to decorate Deysbrook,
near Liverpool. For the next few years he managed to
make a living by working for other architects; in 18
and 1854 he worked for Cockerell on St, George’s Hall,
Liverpool ; he designed the bronze doors for Pennetharn’s
Geological Museum in Jermyn Street; he designed the
lions for the British Museum railings in 1852 ; but work of
this kind was so uncertain that in 1850 he had been glad 1o
accept 2 position as designer in the firm of Hoole at Sheffield.
Thanks to Alfred Stevens, this firm secured first prize for
their stoves and fenders in the Great Exhibition of 18351,
Occasionally he received a commission for a painting,
and his noble portrait of Mrs. Mary Ann Collmann (see
age 457), at the National Gallery, was painted in 1854, the
ady being the wife of an architect, Leonard Collmann, who
sometimes employed Stevens.
In 1850 Stevens began the chief work of his life with his
competition model for the Wellington Monument. Origin-
ally he was placed only sixth in the competition and awarded
a prize of f100, but fortunately on further consideration
the superior merit and appropriateness of his design was
perceived and the commission for the monument was
definitely given to Stevens. For the remaining seventeen
years of his life the artist was at work on this monument,
which was all but completed at his death, with the ex-
ception of the crowning equestrian statue of the Duke,
which, by a strange caprice, was ruled our by the Dean
because he did not like the idea of a horse in a church !
Eventually this pedantic objection was overruled, and the
equestrian statue, carried out from Stevens' model, was
placed in position as recently as 1911, so that the whole
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monument a5 conceived by
Stevens may now be seen in St
Paul’s., Other memorials of the
genins of Stevens in 5t. Pauol’s
are the four mosaics of Prophets
in the spandrels under the dome,
which he designed in 1862, The
original cartoon for the mosaic
of ** Isaiah * is now in the Tate
Gallery, and nothing equal to it
can be found nearer than the
Sistine Chapel at Rome. Con-
currently with these great
masterpieces, Stevens worked
at the decoration of Dorchester
House, Park Lane, where he
completed for Mr. Holford two
chimney-pieces, a buffer, and
other features, and designed a
painted ceiling, the whole being
a scheme of unequalled splen-
dour in English interior decora-
tion. Worn out by the strain
of hiz monument and his severe
battle with life, Alfred Stevens
died on May 1, 1875, in the
house he had designed and
built for himsclf at g Eaton
Villas, Haverstock Hill. Apart
from the works already men-
tioned, only a few fragments
remain of the art of Alfred
Stevens, but while we must
ﬂIWays deplore that more
opportunities were not given
to so great and various an
artist, enough cxists to prove
to all ome the measore of his
genius.
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4

In the same year as Stevens, namely 1817, there was
born in London another great artist, who, though he
certainly gained honours and rewards during his lifetime,
neyertheless found himself hampered by the circumstances
of his time in carrying out the desires of his art. George
Frederick Watts was born in London on February 23, 1817,
the son of a Welsh father, who encouraged his artistic bent
and permitted him to study at the Academy schools and
also under the sculptor William Behnes (17g5-1864). When
he was twenty-five Watts entered the competition for the
best designs for decorating in fresco the new House of Lords,
and won the first prize of 300 with his © Caractacus led
Captive through the Streets of Rome.” This was the
competition in which both Alfred Stevens and Ford Madox
Brown were unsuccessful. On the strength of this prize
Watts in 1843 went to Italy, where he remained for foar
ears, mostly in Florence, and was befriended by Lord

olland. Returning to England, Watts entered another
competition in 1847 for decorating the House of Lords,
this time in oils, and again won the first prize of {500 with
his * Alfred inciting the Saxons to resist the Danes.” Asa
result of these successes Watts was employed for the next
ten years on mural decorations, painting “ St. George over-
coming the Dragon * for the House of Lords and his allegory
of “ Justice ™ for the great hall of Lincoln’s Inn; bat
though his desire was to continue painting in this style,
further opportunities were denied him. He offered to
give his time freely in painting decorations for Euston
railway station, but the offer was declined, and balked of
his intention to create elevating works of art in public
buildings, he began that great series of painted allegories
with which his name is most closely associated.

Explaining his own ideals Watts once said : * My in-
tention has not been so much to paint pictures that charm
the eve, as to suggest great thoughts that will appeal to
the imagination and the heart, and kindle all that js bes
and noblest in humanity.” Successful in his early wear-
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and never covetous of great wealth, Watts was able in his
middle years to paint exactly as he pleased without thinking
of sales and patrons. He painted portraits, but he never
painted any person he did not respect and admire, and Ehe
noble series of portraits of the great men of his time which
he gave ro the National Portrait Gallery shows how little,
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even in portraiture, did Warts paint for money. Similarly,
the pick of his allegorical paint ngs, a cycle of the history
of humanity, was kept for years in his own gallery ar Lictle
Holland House, till in 1897 he generously presented the
collection to the Tate Gallery. Wartts was essentially a
pkilosophical artist and he has not inaccurately been de-
seribed as * a preacher in paint,” for, in his opinion, it was
not enough for an artist 1o portray noble aspirations, he
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must also * condemn in the most renchant manner pre-
valent vices,”” and utter * warning in deep tones against
lapses from morals and duties.” All aspects of Watts's art
may be seen to advantage in the room devoted to his works
at the Tate Gallery, where his beautiful *“ Hope™ (see
paie 444) and his “ Love and Life ” (see page 453) reveal
noble aspirations of humanity, while his unforgettable
“ Mammon " (see page-456) and * The Minotaur ” con-
demn prevalent vices and warn against lapses from morals.

As a sculptor Watts is represented at the Tate Gallery
by his bronze bust of “ Clytie,” but his most important
work in this medium is s equestrian group * Physical
Energy,” originally designed as a monument to Cecil
Rhodes and set up over the empire-builder’s grave on the
Matoppo Hills, South Africa. A replica of this fine statue
has been placed in Kensington Gardens.

The life of Watts was long and full of honours. He was
elected A.R.A. and R.A. in the same year, 1867 ; twice he
was offered and refused a baronetcy, but two years before
his death he accepted the Order of Merit. He died in 1904
at the great age of eighty-seven, his last years having been
spent chiefly in his country house at Compton, Surrey,
where a large permanent collection of his works is snll
visible to the public.

§5

Watts for nobility of thought and conception and Stevens
for grandeur of design and execution will, in all prob-
ability, be considered by posterity to have been the two
most eminent artists of the Victorian era, but though it may
be less easy to find, among the painters, the outstanding
giants who mark the same period in literature, the very
number of names as distinguished as they arc familiar show
how active and flourishing the arts were during the Queen’s
long reign. Many artists who enjoyed, and still enjoy, a
wide popularity must necessarily be omitted from this
Ourring, but no survey, however hasty, of Vicrorian paint-
ing can ignore the band of Scottish artists who won fame
in the south as well as in the north. Among them we may
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mention the historical and romantic painter John Pettie
(1839-93); Peter Graham, the cattle painter; John
MacWhirter, the popular painter of the Highlands ; William
M*Taggart, unrivalled in his delicate yet vigorous renderings
of foaming seas and windy shores ; and Sir W. Q. Orchard-
son, the leader of this band of Scortish students, and one of
the most polished, typical, and popular of all Victorian
artists. William Quiller Orchardson (18355-1910) was born
in Edinburgh and came to London about 1862, and there-
after maintained and held his position as one of the most
popular of Academy exhibitors. He excelled in a variety of
subjects ; his * Sir Walter Gilbey ™ and * Master Baby "
—a group of his wife and child—rank among the great

rtraits of the nineteenth century ; * Napuoleon on Board
the Belleropbon ™ (sce page 466) is one of the best known and
most admired of modern historical paintings ; but perhaps
the best loved of all his works are those paintings of con-
temporary life, like *“ The Tender Chord ™ (see page 465),
which, without being positively “ anecdotal,” yet suggest
a story and convey a sentiment. It was the distinction of
Orchardson that his story-telling was never crude and
nbvious, his sentiment was always gentle and refined, his
execution was suave and nccﬂmpijishcd, so that his pictures,
often representing moods of wistful reverie, charmed the
eve of the beholder and at the same time conjured up =
scene which dwelr in the memory and made its own appeal
to the imagination.



XIX
THE ROMANTIC MOVEMENT IN FRANCE

THE ART OF DELACROIX, GERICAULT, COROT, MILLET,
AND THE BARBIZON SCHOOL

. &
OME thirty years before the Pre-Raphaelite Brother-
hood began its triumphant fight in England for the
free expression of new ideals in art, a similar struggle between
old and new schools of artists was waged with extraordinary
vehemence in France. We vaw in Chapter XVI how under
the Revolution and the Empire a cold Classicism was the
dominating tendency in French painting, and how gradually
there arose among the younger artists a reaction against thi:
traditional art. The spirit of unrest, which profoundly
agitated France after the restoration of the Bourbons and
culminated in the revolutionary explosion of 1848, firs:
began to show itself in the art and literature of the younge:
generation. On one hand were the defenders of tradition.
of the * grand style ” of Academic painting, defcnders of
the classic ideal based on the sculpture of ancient Greece
ind Rome: on the other were ardent young reformers,
intoxicated with the colour and movement of life itself,
who found their inspiration, not in the classics, but in
romantic literature, in Dante, Shakespeare, Goethe, Byron,
anil Sir Walter Scotr, Passion, movement, the imaginative
expression of life were the aims of this group of artists, who
became known as the Romantics.

“ Who will deliver us from the Grecks and Romans !™
was 2 catchword among the young enthusiasts who found
more beauty in life and Nature than in the masterpieces of
ancient sculpture, The deliverer was found in the ranks
of the reactionaries, in 2 young artist who was the pupil

469
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of Guérin the classicist. Jean Louiz André Théodore
Géricault was born at Rouen in 1791 and came to Paris
about 1806, studying first with Carle Verner and afterwards
with Guérin. His method of drawing was so different
from that approved by the school of David, that it ex-
asperated hiz “ correct ™ and academic master, who told
Géricault he had better give up art because it was evident
he would never succeed in ir.

One day as Géricault was walking along a road near St.
Cloud, a dapple-grey horse in a cart turned restive and
plunged about in the sunshine, Géricault whipped out his
sketch-book and jotted down notes of the movement of the
animal and the play of light and shade on his dappled coat,
and these notes gave him the idea of a great picture. He
would paint an equestrian portrait, not the stiff image of
2 man on a wooden horse, but a vivid presentment of the
E]ungi.ug, sun-illumined animal he had seen. He persuaded

is friend Lieutenant Diendonné to pose for the rider, and
he had a cab-horse brought round each morning that he
might freshen his eye with the points of the horse, Work-
ing with the highest enthusiasm and energy Géricault, in
the space of a fortnight, produced his * Officier des Chas-
seurs & Cheval,” now in the Louvre. This picture created
a scnsation in the Paris Salon of 1812,

Two years afterwards Géricault repeated his success with
a companion picture, ** The Wounded Cuirassier,” and
after a short period of military service—when he had
further opportunities of studying his favourite equine
models—he went in 1817 to Italy, where he “ trembled ”

before the works of Michael Angelo, who henceforward
became his inspiration and idol.

When Géricault returned to France in 1818, he found
all Paris talking about nothing but a naval disaster of two
cars carlier, an account of which had just been published
dz- two of the survivors. The drama of the shipwreck of
& M:gusa seized upon the imagination of the artist, who
determined to make it the subject of picture. He spent
months in collecting material for this work. He found the
carpenter of the Medura and induced him to make 3 model
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of the famous raft by which the survivors were saved. He
spent days in hospitals studying the effects of illness and
suffering. He persuaded two of the surviving officers of
the ship to give him sittings, and painted one leaning against
the mast and the other holding oot his two arms towards
the rescuing ship on the horizon. All his models were taken
from life, and it is interesting to note that his friend, the
famous artist Eugéne Delacroix, posed for the man who lies
inert on the left with his head against the edge of the raft.

These methods of painting—though afterwards employed
by the Pre-Raphaelites—were then a complete innovation
in painting, and the painting was so novel in conception, so
contrary to the received ideas of the time, that when it was
at length completed and shown in the Salon of 1819 it was
at first gfcetu; with nothing but abuse. Neverthgless, this
picture marks a turning-point in the history r_'} French
painting ; it brought strong feeling and pulsating life into
the barren and frozen official art, and gave new ideals to the
voonger generation,

At the time the genius of Géricault was more highly
l}:ﬁ:ﬂ:ht:d in England than in France, and after the
exhibition of his masterpiece the artist visited London,
where his drawings and paintings of horses were intensely
admired, and Géricault did signal service to the art of both
countries by returning to Paris full of praise for the painting
of Bonington and Constable, whose pictures he introduced
to and made known in Paris. Unfortunately for the world
this great genius was short-lived. Early in 1823 he was
stricken down by a mortal illness, and after eleven months
of terrible suffering, borne with fortitude and composure,
he died in January 1824 at the carly age of thirty-three, His

lace at the head of the Romantic School was taken by
croix, who had been his friend and fellow-student in
the studio of Guérin.

["n_!rdiumd Victor Eugéne Delacroix was born at Charen-
ton in 1798, but spent his early years at Marseilles, where he
gained that love of vivid colour and bright sunshine which
afterwards distinguished his painting. His father, an |
ex-foreign minister under the ]gircctnry and subsequently
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prefect of Marseilles and Bordeaux, did not take kindly to the
idea of his son becoming a painter, but he died before his
son came of age, and Eugéne Delacroix then found shelter
with a married sister in Paris, where he overcame family
opposition and was allowed to study art.

His father, however, had left him penniless, and the young
artist was o poor that in 1822, after painting his first great

icture, * The Barque of Dante,” he could not afford to

uy a frame, but sent the canvas to the Salon surrounded
by four laths which he had coloured with yellow powder,
'l%]:r: it was seen by Baron Gros, who generously recognised
the great talent of the poor artist, and not only persuaded
the administration to give the picture a handsome new
frame, but hung it in a place of honour in the Salon Carré.

* The Barque of Dante ” made the painter famous at
once, and did not offend the Classicists. Gros said the
picture was ““ Rubens reformed,” and paternally advised
the artist, *“ Come to us ; we will teach ou how to draw.”
Delacroix was grateful to Gros for his {indm&u, but went
his own way, and two years later he shocked the Classicists
and delighted the Romantics by his picture “ The Massacre
of Scio.”

It will be remembered that Constable’s Hay Wain ” was
exhibited in the Paris Salon of 1824, and when Delacroix
saw it he was so overwhelmed by its colour that he obrained
permission to retouch his own * Massacre of 5cio.” Ina
fortnight he completely repainted this picture, using the
purest and most vivid colours he could find, with the result
that it now became as brilliant in coloyr as it had already
been in action and movemenr. The turbulent energy in
this painting was too much for the Classicists, and Gras,

laying on the title, said, © This is the massacre of painting.”

n the other hand, enthusiastic young critics lauded the
picture with extravagant praise, one of them asserting that
1t showed up “all the horror of despotism  in art as in life,

In this rj:lil:tuIE, which was the real beginning of his lasti
fame, Delacroix proved himself to be one of the world’s
great colourists, and laid the foundations of the new handling
uof colour which became the greatest pictorial triumph of
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the nineteenth century. Colour in his hands was no dead
thing, it became wmcgging alive, scintillating and vibrating ;
his results were obtained not only by the happy choice of
individual tints, but still more by the science with which
he knew how to juxtapose one colour against another so as
to accentuate the brilliancy of each and secure a glowing
harmony.

The art of Delacroix is distinguished by three things—
its colour, its poetry, and its decorative qualities. He
turned naturally to Dante, Shakespeare, and Byron for
subjects, not so much because they provided him with good
themes to illustrate, as because in their poetry he found
those passionate ideals and aspirations which animated
his own mind. When actual events arpused a similar
intensity of emotion, he painted them also. Though
usually he eschewed political subjects, the Revolution of
July 1830 moved him to paint his famous picture “ The
Barricade,” now known as * Liberty Guiding the People
(see page 473), a picture which is at once a fragment of
actuality and the embodiment of an ideal. For this is a
true historical picture in so far as it does represent with
fidelity a typical incident during the street-fighting of the
Revolution ; and at the same time the heroine of the barri-
cade, with her Phrygian cap, streaming tricolour, and
musket, is an allegory of Liberty, liberty for the people and
liberty for art. Exhibited in the Salon of 1831 this picture
perplexed the authorities, who could neither deny its excel-
lence as a work of art nor altogether approve of its firebrand
politics. The Director of Fine Arts temporarily solved the
problem by purchasing the picture for the nation, and then
turning its face to the wall! To-day the picture is one of
the chief treasures of the French School in the Louvre.

In the same year Delacroix made a journey to Morocco
which had a considerable effect on his art, for he delighted
alike in the brilliant colours and picturesque costumes of
this sunny land, and on his return exhibited a number of
pictures of Eastern subjects, which were enthusiastically
received, and, inspiring other artists to do likewice, he gave
birth to a school of artists known as the * Orientalists.”
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Delacroix himself, however, was too big and varied a genius
to confine himself to one subject, and having given a lead
to the Orientalists he now devoted much of his time to
decorative painting.

Though regarded by his great rival Ingres and by the

Photo » W. A. Maasill & Co
“ THE POOL," BY CORODT {rpgé-1874)

The Lowvre, Paris.
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classical painters as a revolutionary, Delacroix was full of
respect for tradition, only whereas David and Inpres ad-
hered to the tradition of Raphael and Leonardo da Vinci,
Géricanlt and Delacroix upheld the tradition of Michael
Angelo, Titian, Veronese, and Rubens. Though his own
researches into coloor were perhaps his most valuahle legacy
to the art of France, the intention of Delacroix was not
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to break with tradition but to bring back the colour and
methods of the old masters into modern painting. The
romanticism of Delacroix was a half-way house between the
old Classicism and the Realismn thar was coming, and as he
in his youth had challenged the position of Ingres and the
Classicists, so in his later years his own romanticism was
challenged by Courbet the Realist.

Owing to this long battle between the classics and the
romantics, the doors of the Academy were closed against
Delacroix for five-and-thirty years, and it was not till he
was sixty—and so barred by age from holding a professor-
ship at the Ecole des Beanx-Arts—that he was at last ad-
mitted as 4 member of the Institute, The artist did not
long enjoy the distinction, for he died at Paris in 1863,

§2

While Géricault, Delacroix, and other * Romantics "
were liberating the painting of history, poetry, and real
life from the trammels of Classicism, another up
of French painters was engaged in rescuing ]mcgrc:pt
painting from the deadness and artificiality which had
overtaken it since the days of Poussin and Claude Lorrain.

Among the earliest of the French artists to paint Nature
as she is, and not as the pedantic * classics thought she
ought to be, was Jean Baptiste Camille Corot (1796~1875).
Born in Pans, the son of 2 small linen-draper having a shop
in the Rue de Bac, Corot was for eight years a commercial
traveller in the cloth trade. It was not till he Was twenty-
six that he was reluctantly allowed by his family to abandon
trade and devote himself to painting. His father made him
an allowance of sixty pounds a year, and till he was nearing
fifty this was practically all Corot had te live upon.

In 1822 he entered the studin of Victor Bertin (1775~
1825), a painter of classical landscape so successful in his
day that the French Government, attracted by his own
work and that of his pupils, created a new Prix de Rome for
Landscape Painting. l;'hu prize was usually carried off
by Bertin’s pupils, who thus came 1o regard Rome as the
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finishing school of their artistic education. The turning-

int in Corot’s life came in 1826, when he also went to

ome, and there he formed a friendship with another

French painter, Aligny (1798-1871), who had some influence
on his early efforts.  Aligny, thongh a classical painter, had
a much more honest feeling for Nature than most of his
kind, and though his pictures are rigid in execution they
show unusual carefulness in composition and detail. The
early Roman paintings of Corot are distinguished by precise
drawing, careful composition, and a deliberate soberness
of detail, but they also have a lovely limpidity of colour
unequalled in the work of his contemporaries, and a delicate
feeling for light and air. Breaking away from the brown
convention of his day, Corot painted southern landscape
and architectural subjects in delicate tints of pale blues and
greens, light biscuit-colour and pearly greys.

For some seven or eight years Corot remained in Tealy,
gradually forming a style which was absolutely his own and
in which, while remaining true to the actual facts of Nature,
he expressed her most poetical aspects. Occasionally he
also painted pictures with small figures, and these, with
their precision and delicate colour and subtle lighting,
were nearer akin to the Duotch style of Vermeer and other
seventeenth-century masters than to the accepted styles of
Italian figure painung.

It is strange to think that the paintings of Corot—for
which millionaires now eagerly offer thousands of pounds
—were for long years utterly neglected by his contem-
poraries. He exhibited regularly in the Paris Salon from
1827, but his exhibits aroused neither censure nor admira-
tion—they were simply ignored, For thirty years be never
sold a picture. The fist critic to notice his 'work was the
goct Alfred de Musset, who praised his picture in the

alon of 1836, but with the exception of two favourable

notices received in 1837 and 1847, he was generally as
neglected by the Er:ss as by the public. It was not ll
he was sixty that Corot began 1o capture the attention of
the critics and collectors.

The one great compensation that Corot possessed during
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these years was the affection of a number of his brother
artists, who both admired the artist and loved the man.
Corot possessed a sunny, tender, tranquil nature that
endeared him teo all who came in contact with him. He
was never embittered by his want of success, but lived the
life of a peasant, happy in his art. *“Le Pére Corot ™
became the beloved patriarch of a colony of artists who
had settled in the little village of Barbizon in the forest of
Fontaineblean, a spot attractive to artists by the richness
and variety of its sylvan scenery and at tﬂe same time
teasonably near to the exhibition centre, Paris. In this
district Corot painted the most famous pictures of his
later days, e.g. ** The Pool ™ (see page 477) and * Souvenir
of Mortefontaine” (see page 485). He particularly de-
lighted in the poetic effects of early morning and approach-
ing eve, “ when all Nature sings in tune,” and during the
glare of the noonday sun he would retire indoors, for effects
of brilliant sunskine did not make the same appeal to him.
He preferred the minor to the major chords of Nature's
colouring, and was the supreme interpreter of her moods
of wistfulness, mystery, and reverie.

Though the dreamy poetical beauty of Corot's later
landscapes, with their willowy trees and mysterious atmo-
sphere, made an unprecedented appeal to American and
British collectors towards the end of the nineteenth century,
80 that extravagant prices were paid for typical examples
—in one year more so-called * Corots " were said to have
been imported into the United States than Corot himself
could ever have painted—it is only in comparatively recent
years that the supreme excellence of Corot’s early works
and fgure paintings have become recognised.

More immediately successful than Corot was his friend
{:‘.lm Dupré (1812-8g), whom Corot called * the Beet-

ven of Landscape.” Dupré was the son of a porcelain
manufacturer at Nantes and, like several other distinguished
artists of the time, began his career by painting on china,
He was one of the pioneers of * natural ” landscape in
France, turning away from the medley of the classical

pa'mmrsﬁm render with fresh observation and expressive
1
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detail the characteristic beauties of rural France, her
pastures, forests, and villages.

One of the most vigorous and famous of the Barbizon
School, Théodore Rousseau (1812-67) was born in the
same year as Dupré and, like him, was an enthusiastic
admirer of Constable. Roussean was the son of a Pans
tailor and, though town-born, he experienced the fascina-
tion of the forest in his early Eﬁ}rhﬂodlfewhen he stayed with
an uncle who had sawmills near Besingon. This uncle
persuaded his parents to allow Thiodore to study art, and
accordingly the young man was Placed in a Paris studio.
From his masters, mediocre painters of classic landscape,
Roussean learnt less than from Nature, and a very early
picture, painted in the open zir at Montmartre—then
almost country—showed a remarkahle mastery in rendering
air, light, and the details of Nature., Ip 1831 his first land-
scape was accepted and hung in the Salon; in 1833 he
began his studies in the Forest of Fontainebleaun, and again
exhibited with credit; and in 1834 his picture of * A
Cutting in the Forest of Compiégne ™ was awarded 2 medal,
and was bought by the young Duke of Orleans. This
early success, far from bringing him fortune, proved dis-
astrous, for the older landscape painters, ijuus of his

rowing reputation and his power, cruelly determined
gcucr_fum:rd to exclude his work from the Salon. Accord-
ingly in 1836 his magnificent Descente des Vaches "—a
great picture of herds of cattle coming down in autumn
from the high pastures of the Jura—was rejected by .the
Salon. The picture is now one of the chief treasures of
the Mesdag Museum in The Hague.

For fourteen years the work of Roussean was excluded
from the Salons; as a result of this attack Roussean in
1837 left Paris for Barbizon, where he was joined by other
independent painters, After the Revolution of 1848 the
work of Rousseau began to be known and appreciated, but
though his {:u:tn.res now began to sell and If: was awarded
2 first medal in 1849 and the Legion of Honour in 1852, he

made no change in his life and continued at Barbizon till
his death in 1867,
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Corot, with characteristic modesty, once said : * Rousseau
is an eagle; as for me, I am only a lark who ntters little
cries among the grey clouds.” There was indeed a great
difference between the two men, for Rousseau did not look
at Nature with the dreamy gaze of a poet, bur with the
fiery glance of a scientist who would wrest all her secrets

Phode: W. A. Mansell & Co
“SOUVENIRE OF MORTEFONTAINE" BY COROT,
The Loarvre, Paris
One of Corgt"s most famons masterpieces. This pleture is an exsample both of hie poetic
feeling aud of his adberencs to clasic methods of compedition.  Note how the picture is
divided diagonally info two iriangles of light and shade, an arrangement which contri
bules to the feeling of repose which the painting inspires.
from her. He delighted in the infinite details of Nature,
and while preserving her breadth and majesty, he delicately
differentiated between plants and weeds, mosses and lichens,
brushwood and shrubs. Nothing was too great for his
soaring imagination, nothing too small for his carnest
attention. His vigorous rendering of form and his searching
characterisation of Nature may be seen in * The Oaks

(see page 491).
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Friendship and admiration for Roussean had a great
effect on the life of Virgilio Narcisse Diaz de la Pena (1808~
76), commonly known as Diaz. This painter was born at
Bordeaux, whither his father, a political refngee, had fled
from Spain, and after his death, which occurred soon after-
wards, Mme Diaz removed to Sévres, where she supported
her young family by giving lessons in Spanish and Italian.
When he was fifteen years old he was apprenticed to learn
china painting, but he soon tired of working at the factory,
and spent all his spare time in painting romantic Eastern
scenes from his imaginatdon. About 1830, while still
earning his living by painting on porcelain, Diaz met
Rousseau in Paris, and this acquaintance ripened into a
lifelong friendship. Taught by Rousseau how to use pure
and brlliant colours so that his pictures glowed like jewels,
the pictures of Diaz appealed to the poblic by their subjects
and were soon sought after. At first Diaz painted nymphs
and bathers, mythological subjects and oriental scenes,
the last so brilliant in colour that it is difficult to believe
Diaz never saw the Orient and never travelled farther than
a few hundred miles from Paris.

Though he had little to complain about on his own
account, Diaz shared the fortunes of his friend Rousseau,
and accompanied him to Barbizon in 1837, There he
gave his mind almost entirely to landscape, and made a
new reputation by his brilliant forest pictures with light
glancing on the tree stems,

Like Diaz and Dupré, the famous cattle painter Troyon
(1810-65) began as a painter on porcelain. His father,
who had been employed at the Sévres Porcelain Factory,
died early, and while quite young boys Troyon and his
brother earned 2 living by painting on china at the manu-
factory, and in their spare time sketched from Nature in
the surrounding country. It was not till he was thirty-
two that Constant Troyon was able to leave Sdvres and
commence his stodies in Paris, and for some years his
progress was hampered by the somewhat niggling style of
painting he had acquired from the habit of decorating
porcelain, but devoting himself especially to the painting
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of animals he gradually acquired strength and breadth,
though he was nearly forty before he gained the power that
has since made him famous. When he did find himself,
however, the success of Troyon was immediate. He was
speedily recognised by his contemporaries as the greatest
animal painter since Cuyp and Paul Potter, and the demand
for his work was so great that Troyon sometimes employed
other painters to put in backgrounds and accessaries.
Troyon excelled in showing living beasts in their natuoral
surroundings, and the landscapes in his cattle pictures are
not mere * back-cloths ™ but genuine studies which inter-
pret with sincerity the weather, the time of day, and the
scason of the year. His most famons masterpiece is his
great painting * Oxen going to Work ™ (see page 489) in
the Louvre, in which the superb rendering of the amimals
is equalled by the splendour with which the artist has
rendered the full glory of the early morning landscape.
Though much influenced by Corot, who regarded him
almost as a son, Charles Frangois Daubigny (1817-78)
evolved another distinct e of landscape and excelled
in his poetic renderings nfrgacid river scenes. His father
was 2 journeyman painter of mediocre ability, and as a boy
Daubigny painted decorations on clock-cases, glove-boxes,
fans, and other articles of luxury. When he was seventeen
he and a friend saved up a little over fifty pounds with
which they set out on foot for Italy, and there maintained
themselves for nearly a year. Returning to Paris, Daubigny
gave himself for a time to figure subjects, but abour 1840
he turned definitely to landscape, which he discovered to
be his true vocation. His favourite sketching-ground was
near Valmondois on the Oise, where he had spent happy
day: in his childhood. Though his landscapes were ex-
hibited regularly in the Salon from 1841 to 1847, Daubigny
had a hard struggle during these years, but in 1848 he
received a second medal for his five landscapes in the
Salon, and thereafter the State began to buy his pictures
for provincal museums and his sales generally improved.
“On the Banks of the Oise ™ (see next page) is a beautiful
and characteristic example of the art of Daubigny, and
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reveals that exquisite calm and repose which is a feature
of many of his paintings, though occasionally he painted
stormy scenes ; for Daubigny was not limited in his subjects,
but painted various aspects of Nature, He was one of the
pioneers in the truer rendering of Nature’s own colouring,
and his famous saying, “ We never paint light enough,”
became a watchword to the younger generation of artists.

§3

The great struggle for liberty and truth in art, begun
by the Romantics and landscape painters already mentioned,
was carried a stage further by Jean Frangois Millet (1814—
75), who was the first 1o [i‘:im: the peasant, not as a sort of
*stage pmp:;l%&’ in a landscape, but as he truly lived
and moved, et came of peasant stock, and during his
boyhood worked hard in the fields with his father, whose
home was in the hamlet of Gruchy, near Cherbourg.
When he was eighteen, his father, recognising the lad’s
talent, allowed him to study art in Cherbourg, but as the
eldest son he returned to manage the farm on his father’s
death in 1835. His heart, however, was still in his art,
and sceing this his mother and grandmother heroically
determined not to allow him to sacrifice himself, but soon
persuaded him to return to Cherbourg. There his talent
was recognised by the Municipality, who gave him a grant
of forty pounds, and with this he went to Paris in 1836
and entered the studio of the historical painter Paul Dela-
roche (1797-1856). During the next twelve years, spent
partly in Paris and partly in Normandy, Millet experienced
nothing but trouble, distress, and discouragement. Though
always in poverty, he married in 1841, and his wife died
in 1844 ; at the end of 1845 he married again, and found a
devoted and courageous helpmate in his second wife.

At this period nﬁi’ life Millet chicfly painted portraits
and small pictures of classical or mythological subjects,
and ﬂfﬂd{ his colour—in which he was considerably
nfluenced by Correggio—began to artract attention and
the admiration of other artists, He became friendly with
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Diaz, and through Diaz got to know Rousseau and others.
In 1847 his picutgurc: B CEﬁ?pun taken from the Tree ™ was
favourably noticed in the Salon by Théophile Gautier, who
prophesied that the painter would become famous, and in
the following year Millet’s picture of a peasant woman
was given a place of honour in the best room at the Salon.
It locked as if the painter was on the point of achieving a
popular success, for he had also been finding a ready sale
for small pictures of nude figures, which he lpainted with
great skill. But about this time he accidentally overheard
somebody speaking of him as * Millet, who paints nothing
but naked women,” and this chance remark so upset him
that he then and there determined never again to paint
the nude. Already town life and town manners were
distasteful to him ; he longed for country air to breathe
and the peasant pc?iple whom he knew and loved to paint.
In 1849 he decided to change his manner of life, and
with his wife and babies he removed to Barbizon, where
Roussean and Diaz were already settled. In this peaceful
village Millet made his home, and found his true vocation
in chronicling in 2 series of noble paintings the dignity of
peasant labour. To the Salon of 1850 he sent his unfor-
gettable picture of “ The Sower ™ (see page 483), a work
of epic grandeur which scems to symbolise the Present
preparing the Future in the guise of an agricultural labourer
fulr%ing his common task. During ti: Dext ten years
Millet painted some of his greatest pictures, * The Gleaners™
(see page 471) in 1857, “The Angelus™ in 1859, but
all this time Millet was harassed by money difficulties, and
with 2 growing and increasing family he had a hard struggle
for mere existence. His new pictures were not popu?fr;
not enly did they fail to find purchasers, but they were
aften attacked because many of them were thought to be
* socialistic,”” and * The Gleaners ” was particularly abused
on its first appearance as a work expressing subversive
political principles. Millet and his family might have
starved at this time, but for the good deeds stealthily done
by his more fortunate comrades. In 1855 Rousseau secretly
bought one of his pictures for £160. and Troyon also bought
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several of Millet’s works, pretending that he was acting
for an American collector who had no real exizstence. By
this tactful generosity Millet was prevented from ever
knowing how much he owed to the devotion of his friends.

It was nor till the Great Exhibition ar Paris in 1867 that
Millet came into his own, and his opportunity came then
because his friend Théodore Rousseau was President of
the Jury. In this exhibition Millet was represented by
“The Angelus,” * The Gleaners,” and seven other import-
ant paintings. He was awarded a first-class medal for the
collection, and in the following year was made a Chevalier
of the Legion of Honour. He was now at the height ot
his fame, but the hopours and fortune which followed
came too late to be enjoyed. The artist was dccpliv smitten
by the death of Roussean in December 1867, and his own
health began to fail in 1870, During the disastrous Franco-
Prussian war he retired to Cherbourg, where his work was
interrupted by frequent illnesses. When he returned to
Paris, the new Republican Government gave Millet a com-
mission in 18-4 to paint a set of decorative panels of ** The
Four Seasons ” for the Panthéon, but though he at once
began charcoal sketches for these subjects he was never able
to execute the paintings. Throughout the autumn his
health declined, and surrounded by his devoted family he
died on the zoth January 1875.

Closely associated with Millet, whom he accompanied
to Barbizon, was Charles Jacque (1813-94), who, though
less powerful than Troyon, was one of the best animal
painters of his time. He excelled in painting flocks o1 sheep
in the open or on the edge of a forest, The painting of

easant life, inaugurated by Miller, was continued by

astien Lepage (1848-84) and the still more popular Jules
Breton (1827-1906), who, though weaker in drawing and
less rich in colour, reaped where Millet had sown. Associ-
ated with Diaz, and still more fantastic than this painter
in the exotic pictures of his earlier years, was Adolphe
Monticelli (1824-86). Born at Marseilles, Monticelli
brought the warmth of Southern colouring and imagina-
tion to Barbizon : he was the most romantic of the romantic
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landscape painters, and his canvases, loaded with rich pig-
ment, from which radiant fairy-like fignres emerge and seem
to quiver with life, are magical masterpieces of jewel-like
colour.

Belonging to a slightly later generation, but encouraged
in his youth by Corot, Daubigny, and Millet, the exquisite
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sed l;):»_aintar Eugene Boudin (1825-98) is a link between the
Barbizon School and the Impressionists. Boudin was born

at Honfleur, where his father was a sea-captain, and during
his early years he assisted Troyon by painting the skies in
some of his pictures. This was a department of painting
in which Boudin excelled, and his rendering of the clouds
and the blue vault of heaven excited the keen admiration
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of Corot, who hailed his young contemporary as “ the
monarch of the sky.” Boudin spent the greater part of
his life in the neighbourhood of his birthplace, and never
tired of painting the shipping, shores, and harbour scenes
of this part of the Normandy coast. His paintings are
Ei::hed in a slightly higher key of colour than those of
rot and Daubigny, and the prevalence of luminous
pearly greys in his work have caused his paintings—together
with similar paintings of similar subjects by his slightly
older contemporary, the Dutchman Bartholde Jongkind—
to be known as I;;{p:iumr: gris, t.e. the “ grey ™ school of
ainting. * The Harbour of Trouville ™ (see opposite page)
in the National Gallery is a beautiful example of Bondin's
delicate realism and of his sensitive feeling for the wind
in the <y and the light on the water.



XX
THE MODERN DUTCH SCHOOL

THE ART OF JOSEPH ISRAELS, ROELOFS, MAUVE, MESDACG,
BLOMMERS, AND THE BROTHERS MARIS

§1

OR more than a hundred years after the deaths of
P Hobbema and Willem van de Velde, Holland
produced no painter of European importance. The Dutch
Schoal, whi:]l:f during the seventeenth century had risen,
as we have seen, to the highest eminence, sank during the
eighteenth century into trivial virtuosity. Pictures became
conjuring feats rather than true works of art, for they evoked
neither tender sentiments mor noble thoughts, but only
excited wonder by their manual dexterity. In craftsman-
ship many of these paintings were remarkable in their
meticulous detail, and while some painters—like Willem
van Mieris (1662—1747), whose * Fish and Poultry Shop ™
is in the National Gallery—carried on the traditions ﬁfr
by Jan Steen and Gerard Dou, still more made a reputation
among their contemporaries by their minute rcncE:ring of
fruit and flowers, cse they painted with the patient
skill of a miniaturist, and they delighted in introducing
into their pictures flies and other small insects whose tiny,
but marvellously realistic forms, had to be discerned with
the aid of a magnifying-glass. Among the artists who
excelled in this style of painting may be mentioned the
woman-painter of Amsterdam, Rachel Ruysch (1664-1750),
and her contemporary, Jan van Huysum (1682—-1749), both
of whom are represented in the National Gallery. Here
we may see how skilfully they bath painted flowers, how
cunningly the one introduces a butterfly, the other a snail ;
but we soon weary of this pettifogging cleverness, which

4
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may amuse our eyes for a few moments, but can never
touch our hearts.

It was not till rowards the middle of the nineteenth
century that any great revival of painting showed itself in
Holland. One who helped to prepare the ground for the
new generation was Johannes Bosboom (1817-g1), who

inted impressive pictures in oils and water-colours of the
interiors of Dutch churches and cathedrals. He was in-
fluenced by the seventeenth-century painter Emanuel de
Witte (1607-92), who had also pajnteg these subjects not
only with great accuracy of linear perspective but with
broad effects of light-and-shade ; Boshoom painted these
interiors still more bmndlliv and invested them with a dim
atmosphere of grave grandeur and solemnity,

Bosboom always gives us a more or less generalised vision,
and contrasted with the particularity of the painters who
immediately preceded him, he may be said to have given
a new direction to Dutch painting.

Another vyioneer and forerunner of the modern move-
ment was Willem Roelofs, who was born at Amsterdam in
1822, and went to France, where he made the acquaintance
of Corot and other members of the Barbizon School. For
some time Roelofs lived with these artists in the now famous
village, and painted the forest of Fonraineblean in their
company ; then he returned to the Netherlands, taking
with him new ideals of landscape painting. Though he
lived chiefly in Brussels, Roelofs had a considerable influence
on Dutch painting. He was never an imitator of Corot,
Daubigny, or Troyon, though he learnt something from all
of them, as we may see in his picture “ A Summer’s Day ™
(see opposite page), and it was t ugh him that a knowledge
and appreciation of their n{::irntiﬂga first spread through
Belgiom and Holland. Roelofs helped to found at Brussels
in 1868 the Seciété Libre der Beaux Aris (Free Society of
Fine Arts), of which Corot, Daubigny, and Millet became
honorary members, and to this exhibition both Dutch and
Belgian artists contributed. It became the rallying-point
of the younger generation and of those painters who were
beginning to be affected by the Barbizon pictures which
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3o many of them had seen in Paris.  After living in Brussels
for forty years Roelofs moved to The Hague, where he
died in 1897,
b2

The debt of the modern Dutch painters to France cannot
be ignored, but we must remember that Holland possessed
in Rembrandt one of the greatest of the Old Masters, and
though his influence seemed to slumber for two centuries
in his own country, it was shortly to prove itself to be alive
once more. 'The greatest figure in this school is {uscf Israels,
and his art must be regarded as a blending of the influence
of Rembrandr with that of Jean Frangois Millet, plus the
remarkable peisonality of the painter himself. Israels was
one of the earliest as well as one of the greatest of the
modern Dutch painters. He was born on Januoary 27,
1824, at Groningen, of Hebrew parents, his father being a
money-changer and broker, As a boy his first ambition
was to be 2 rabbi; at an early age he studied Hebrew and
buried himself in the Talmud, and he was well in his *teens
before he displayed a marked leaning towards art, Mean-
while his father intended Josef for a business career, but
while working under his father as a stockbroker's clerk,
Emd Israels surreptitiously obtained lessons in painting

om local artists, and though their talent was but mediocre
their pupil soon began to display such unmistakable gifts
that parental opposition was overcome and he was allowed
to go to Amsterdam to study art. He lodged with an
orthodex Jewish family in the Ghetto, and all that he saw
in the Jewish Quarter himself, combined with the religious
paintings and etchings of Rembrandt hased on the life in
that quarter—which Ff.:ad altered so lirtle since Rembrandt’s
time—made a profound impression on him, and had 2 more
lasting influence than lﬂ}'tﬁiﬂg he learnt from his master,
Jan Kruseman, who, though a successful portrait-painter
of his time, was a dry :ng uninteresting artist. In 1845
Israels left Amsterdam to study in Paris, but here again
he was not very fortunate in his master. He entered the
stadio of Picot, who had been pupil of David, and so far
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from being in touch with the ideals of the * men of 1830,"
he was brought up to admire historical paintings in the
classical style. WEcn Israels returned to Amsterdam in
i848 he was chiefly influenced by the French historical
painter Delaroche, and he began painting historical and
dramatic subjects in which, beneath the French polish, the
influence of Rembrandt was nevertheless discernible. But
Israels had not yet found himself, and it was some years
before he did. The critical period in the artistic career of
Israels was about 1856. In 1855 he showed in the Paris
Salon a historical picture, “ The Prince of Orange for the
first time oppasing the Execution of the Orders of the King
of Spain"; in 1857 his exhibits at the Paris Salon were
“ Children by the Sea * and * Evening on the Beach,” two
tender impressions of commonplace, everyday scenes on
the coast near Katwijk. These last pictures are by the
Israels we know ; the picture of 1855 might have been by
almost any historical painter of the period. How did this
change come, and what brought it about ?

It was life, not art nor any artist, that changed the wholt
spirit of Israels’ painting. He had a serious illness while
he was living at Amsterdam, and when convalescent went
to Zantvoort, a little fishing village close to Haarlem, to
recruit his health. He lodged there with a ship’s carpenter,
and living the life of these simple, kindly seafaring folk, Israels
was struck by the drama, pathos, and tragedy in the common
lot, At Zantvoort he made the same discovery that Millet
had made at Barbizon, namely, that to a sympathetic and
onderstanding spectator the common life of the people
even in a remote, secluded village is as full of romance,
thrills, and tragedy as the pages of any history book. Israels
discovered that “ the events of the present are capable of
being painted and the sorrows of the poor are as deep as
the tragical fate of ancient heroes.” A new vein of artistic
expression was now opened to him, and henceforward he
painted the life of the poor and humble, and found in
typical, everyday episodes motives for expressing with
peculiar intensity his wide human sympathy.

It may be said, therefore, that the art of Josef lsraels,
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504 THE OUTLINE OF ART

though he received his training in Paris, was far more the
fruit of his own experience of life than the outcome of
French influence. We feel that even if Millet had never
existed, Israels would not have painted otherwise than he
did, and though the subject-matter of their respective
pictures are akin, there are considerable differences between
them. Millet painted his peasants out-of-doors in the
light of the sun; Israels pictured his fisher-folk by pre-
ference indoors, in dim interiors. Hence his pictures are
usually more subdued in colour than those of Millet
Israels painted low life in low tones and built up his visions
of life, whether in oil-paintings, water-colours, or etchings
—and he worked in all three medivms—by broad masses
of light and shade. Further, his tendency is to be more
tragic than Millet, and many of his pictures have not
inaccurately been described as * piercing notes of woe."
One of his most famons pictures, “ Alone in the World ”
(see preceding page), contains the essence of his art. In the
treatment, in the rays of light dimly illuminating the gloom
which befits the subject, we see the influence of Rem-
brandt ; while in the bowed figure of the lonely widow,
with her open Bible by her side, we have a poignant ex-
E;:saiun of the artist’s deep fecling for the d.z_ify tragedy of
In 1870 Jocef Israels left Amsterdam and moved to The
Hague, where he lived till he died on August 12, 1911,
respected, honoured, and world-famous. He was a painter
who appealed equally to the general public and to con-
noisseurs, and though so many of his works are tragic, this
never interfered with his popularity, because he pictured
the tragedies of common life which all have ienced and
all can understand. Further, if he reached his highest
intensity of expression in rendering sorrow, suffering,
endurance, and the pathos of old age, Tsraels was not wholly
tragic in his art. Pictures like “A Frugal Meal ™ (see
page 497) and “ A Happy Family ” (see page 502) show
reverse of the 1:'|r.-v:E.|1 the compensations of poverty,
and the happiness of the humble. But even in these scenes

of domestic contentment there is something touching, and
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the philosophy of Israels seems to bid us to ponder on the
life of people who can be happy with so little.

When Josef Israels was a young man, working as a clerk
under his father, one of his frequent duties was to take a
money-bag to the bank of a Mr. Mesdag. This banker
had a son Hendrik Willem Mesdag, born at Groningen on
February 25, 1831, who also became a famous painter. For
many years H. W, Mesdag practised art as an amateur, and
it was not till he had amassed a considerable fortune in
business that he retired from banking and devoted himself
entirely to painting. Thus Mesdag was not only in the
independent position of being able to paint what he pleased,
without thinking of the taste of buyers, but he was also
wealthy enough to help his brother artists whose works he
admired.

In 1866, when he was thirty-five years of age, Mesdag
went to Brussels, where his friend and relative Alma Tadema
was then residing. Roelofs also was living in Brussels, and
it was under his guidance that the banker began the serious
studies which should fit him to make art henceforward his
profession. Mesdag stayed three years at Brussels and
returned in 1869 to The Hague, no longer an active man
of business but an artist. He was not only a painter himself
but 2 collector of paintings, and in course of time he formed
a very important collection of modern pictures, chiefly of
the Barbizon and Modern Dutch Schools, which in 1903
he generously presented to the public. The Mesdag
Muscum at The Hague is 2 lasting monument of his own
taste and of the genius of his contemporaries. Asa painter
Mesdag gave himself almost exclusively to the painting
of the sea, and his marines are remarkable for their
luminosity, truth, and the vigour of their handling. A
Seascape  (see preceding page) is a2 good example of his
power of suggesting the life and movement of the waves
and of his skill in placing shipping, so that his picture is at
once absolutely natural and yet decorative in design.

The numerous painters of the Modern Dutch School—
almost as numerous as the * Little Masters ” of the seven-
teenth century—may broadly be divided into two classes,
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the figure of genre painters for whom Israels was the chief
influence, and the l;:l:uim:apu‘: ainters who were inspired
h]]: Roelofs and the French painters of Barbizon. Among
the genre painters we may mention Albert Neuhuys,
born at Utrecht in 1844, who approaches closely to Israels
in his grave tender renderings of humble interiors ; David
Adolf Constant Artz (1837-90), who, in addition to interiors,
ainted the fisher-folk of Scheveningen out-of-doors,
requently at moments when they were resting on the
sandhills ; and Bernardus djn]‘unnﬂ Blommers, born at
The Hague in 18435, who developed in his own way the
lighter side of the art of Israels, There s nothing tragic
in the pictures of Blommers, whose favourite subjects are
children playing on the sands at Scheveningen or paddling
in the water. “On the Beach ™ (see next page) is a typical
example of the happy seaside scenes in which the artist dis-
plays alike his love of children and his knowledge of sea

and sky.
§3

Of the landscape painters of modern Holland, the nearest
to Corot—nearest in the delicacy of his colouring and in
the lyrical note that rings out clearly in all his work—is
Anton Mauve (1838-88). The son of a Baptist minister,
Mauve was born at Naandam and brought up in a strict
Protestant home, where art was not encouraged. It was
much against the will of his parents that he evenrually
took up art, and he made little progress under his first
master, Van Os, a dry academic painter whose stiff style had
little attraction for his sensitive, rather dreamy pupil. The
earliest paintings of Mauve were tightly drawn and highly
finished, but later, after he had made the acquaintance of
Israels, Willem Maris, and other artists in Amsterdam, he
completely changed his style, his handling became looser
and broader, and he restricted his palette to delicate greys,
greens, light fawns, and pale blues. When he was thirty
he exhibited at the Free Society in Brussels, and he was
influenced by the French artists who exhibited there,
particularly by Corot and by Daubigny, whose works he saw
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in the house of Mr. Mesdag and other places in Holland.
Mauve soon began to excel in landscape, rendering the soft
hazy atmosphere that lingers over the meadows of Holland
wix infinite tenderness and poetic truth, The sand-dunes
near Scheveningen were for many years his favourite
akctching—gmungf and it was there that he painted one of
the most popular of his pictures, “ The Sand Cart” (see
opposite page). It is a painting that caprivates us at once by
its winning simplicity, its entire truth, and the atmosphere of
repose which it exhales ; and this reposefulness is a general
characteristic of the art of Mauve, thongh his subjects are
usually taken from workaday life. We do not think of
him primarily as an animal-painter, though his love of
animals is made clear by the frequency with which he
introduces them into his pictures, But Mauve’s animals
never seem to have been painted solely for their own sake;
they are part and parcel of the landscape, in which they
take a natural place, fulfilling their allotted function as aids
to human acuvity. Each of Mauve’s landscapes has the
animals appropriate to it. He painted horses—for many
years his ** Watering Horses,” belonging to Mr. J. C. J.
Drucker, was lent to the National Gallery—but he also
painted donkeys on the seashore, cows in meadows and on
the road, sheep at pasture and in their pens. The fine
collection of Mauve’s work in the Mesdag Museum ar
The Hague conrains examples of all these subjects. To-
wards the end of his life Mauve painted s eep more
frequently than any other animals, I:EE reason bejng that
after living at Amsterdam and The Hague he settled at
Laren, which is in the heart of the sheep country to the
north-east of Amsterdam. Mauve took all rural and sea-
shore life for his province : he painted fishermen and fish-
wives at a fish-auction on the beach, he painted groups of
peasants gathered together ar a timber sale, drawing the
various types of faces with great insight and humour, but in
all his pictures life is pleasant and work proceeds placidly inan
atmosphere of peace and contentment
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§4

Three of the most famous and most interesting of the
modern Dutch painters were members of one family, all
born at The Hague and the sons of a struggling printer.
This printer, Maris by name, was of foreign extraction,
being the son of a Bohemian soldier of fortune who left his
native city of Pragoe, married a Dutch wife, and settled
in the political capital of Holland. The printer also had
some experience of fighting, for in 1830 he was called up
as a conscript to fight on the side of the Netherlands in the
war which resulted in the independence of Belgium. After
this war the printer returned to a life of unhroken toil,
married, ‘and had three sons. OFf these the eldest was
Jacob (or James) Maris, born in 1837, next came Marthys
(or Marthew), born in 1839, while the youngest, Willem,
was born in 1844. In speaking of these brothers we shall
here use the English e%ﬂwl:nts of their names by which they
are usually known in Great Britain and the United States.

All three sons showed at an early age remarkable talents
for drawing, and notwithstanding his poverty their father
appears to have realised the wisdom of allowing each to

ow his artistic bent. In their early years James and
Matthew were closely associated. In 1855 the talent of
the latter came to the notice of Queen Sophie of Holland,
who made him an allowance, and the thrifty father con-
sidering that this allowance was enough for two, both
James and Matthew were able 10 spend a year studying and
E.:.inl:.i.ug at the Antwerp Academy. At Antwerp the two
rothers lived in the same house as Alma-Tadema, and
throngh him they got to know his relative Mesdag, the
banker-painter, Josef Israels, and other Dutch arrists, But
in these early days neither brother was much affected by
the art of his immediate contemporaries. They laboured
‘strenuously to master the technicalities of their art, and
James was guided in his first efforts by a master named Van
Hove. This artist, though of mediocre ability, was a very
conscientious draughtsman, and under his inzmne James
Maris produced pictures remarkable for the minuteness of
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the details. One of his early pictures, * Interior of a Dutch
House,” painted when the artist was twenty-three, is in the
Mesdag Museum, and is quite in the style of Pieter de
Hoogh. In the middle distance, on the left, is a sunny
nook ; in the foreground is the figure of a servant-girl stand-
ng in the entrance hall, holding in her right hand a basket
and in her left a pewter can. Al these details are painted
with scrupulous exactniess, and the same characteristics may
be found in other domestic scenes and interiors which he
painted in these early years. '

It was not till he was nearing thirty that James Maris
changed his manner of painting and acquired the style
which eventually brought him fame. In 1865 he went to
Paris, where he remained for six years, and there, under
the influence of the Barbizon masters, he gradually broadened
his style, abandoning his former intimacy of detail and now
aiming at a more general effect of grandeur. Hence-
forward he devored himself almost exclusively to landscape,
and thongh the change of his style was brought about by
French painting, his mature work is akin to that of Ruysdael
in the nobility and majesty of its outlook. We can hardly
escape thinking of Ruysdael’s * Mill ” when we see * The
Stone Mill ” by James Maris in the Mesdag Museum ; a
picturesque stone mill, with an open gallery round it, makes
a stately figure against a sky with whire drifting clouds.
In the foreground are sandhills, in the distance the red
roofs of a village, but though the accessories taken together
make up a scene guite distince from that shown in Ruysdael’s
famous picture, both pictures have a touch of sublimity in
the dignity of their design. Equally characteristic of the
way in which this artist subordinates particular objects 1o
the general effect is his painting of * Dordrecht " (sce
page 515). All details are merged in these masses of light
and shade, yet everyone who has seen this town at eventide
will agree that the painter has given us the esential
characteristics of the “ Venice of the North,” its Groote
Kerke, its shipping, its wide canals, and the rolling grey
sky overhead, and has presented these with incomparable
dignity and grandeur,

17
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William Maris is more limited in his range than either
of his brothers, and though in their early days the work
of all three showed a certain similarity of Eylc, William's
work altered least in style and in subject. He is nearer to
Roelofs than either of his brothers, and his favourite subjects
were landscapes with cattle, which he painted, as a rule,
in full daylight, so that his pictures are rather brighter
and gayer in colour than those of his brothers. A meadow
extending along the border of the sandhills, in which are
seen a few stunted trees and some cows, a pond perhaps
in the immediate foreground, and a cloudy sky overhead,
this is a typical William Maris subject. Less poetic than
Mauve, less grand than his brother James, and less romantic
than his brother Matthew, William Maris was a happy
realist whose rich colonred pictures are full of sunshine and
mirror the luxuriant greens of Holland’s pasture-lands.

Matthew Maris stands apart from his brothers and from
all the Dutch artists of his generation. He was different
in his temperament, different in his life, and different in
his art. racing it to his foreign extraction, to his
Austrian, or, as we shonld now say, to his Czecho-Slovak
blood, Professor Muther says there broke out in Matthew
Maris a “ Teutonic medizval mysticism ” from which his
brothers were free.  Matthew no dounbt possessed a romantic
mystical temperament, but it is possible that he was in-
flucnced by the romantic medievalism of Rossetti. It was
in England that Matthew Maris painted his most character-
istic pictures, and in England, where he lived for forty-
five years, he drifted apart from his brethren in his art as
in his life,

The beginnings of Marthew were almost parallel with
those of James. The two brothers studied, as we have
seen, at The Hagoe and Antwerp, and they were together
in Paris. One incident must be chronicled which a pears
to have had far more influence on Matthew than on F;.mcs.
In 1858 the two brothers were back from Antwerp at The
Hng'l:_m, and three Eﬂrs later, having made some money b
copying pictures, the two set out together on a tour thruugﬁ
the Black Forest to Switzerland, returning through France
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by Dijon to the Puy-de-Déme. Matthew was tremendously
impressed by the romantic castles and buildings he saw in
Central France; to his poetic imagination they were
enchanted palaces. The recollection of this tour never
faded from his mind, and in pictures painted years after-
wards we catch echoes of tge turrets and Eattlemmu
which remained fixed in his memory, We may see evidence
of this in the background of “rgceding Chickens ™ (see
page 520), painted in 1872.

Nevertheless it is important to note that there is not
the same note of romanticism in pictures he painted only
two years earlier. In 1868 Matthew joined his brother
ames in Paris, and we may see in the National Gallery a
ittle picture he painted there in 1870. * Montmartre,”
as it is called, shows us dust-carts tipping rubbish on the
side of a hill which has a windmill at the top. Itis beauti-
fully painted, perfect in its refined realism, but it is not
romantic,

When the Franco-Prussian war broke out, James Maris
retarned to Holland. Martthew remained, went through
the siege of Paris, and, like other residents; was enrolled in
the Municipal Guard and called out for duty. His post
was on the fortifications, opposite Asniéres and just under
Mont Valérien, and he suffered considerably from the
bitter cold during night duty. Military life was not con-
genial to this gentle artist, and the thought of killing any-
body was abhorrent to him. He confessed afterwards, 1
nover put bullet in my gun, but only pretended to do
go!”

His war experiences certainly did Matthew Maris no
good ; they saddened him and tended to make him shrink
into himself, so that he became more and more of a recluse.
After the siege Matthew Maris came to London in 1872,
and there he remained to the end of his days. He had
rooms at first in the house of an art decorator named Daniel
Cottier in El:j James's Terrace, Regent's Park, and Cottier,
a strong active business man, had much influence over
him, telling him what sort of pictures he ought to paint.
Although Cottier, an admirer of Rossetti, undoubtedly
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encouraged the romantic clement in the Dutch artist,
Matthew Mariz rebelled at painting under his direction
and professed that ke was thoroughly unhappy in his house.
Yet between 1872 and 1875, when he was under the spell
of Cottier, Matthew Maris painted what are generally
considered to be his finest pictures. Among them we may
menton “ The Girl at the Well ™ (see page 514) and
" F::Iiiug Chickens " (see next page), painted in 187z
* The Christening " and ** Enfant Couchée ™ (see page §517),
in 1873; “He is Coming "—a most Rossetti-like vision
of a little princess at her spindle with a prince seen approach-
ing throngh the open door—in 1874 ; and * The Sisters
(see page 509) in 1875, Yet even these works, full of in-
describable poetry and romantic beauty, failed to satisfy
the artist, who in after years would speak of them as ** por-
boilers ” which he had been compelled to paint by a
tyrannical taskmaster.

Though discontented and professedly unhappy, Matthew
Maris was slow to leave what he regarded as a house of
bondage, and it was not till 1887—and then chiefly because
Mrs. Cottier was in ill-health—that he finally lefr. lle
went to 47 St. John's Wood Terrace, intending to remain
there only a fortnight, while he looked around for a more
convenient studio, and he stayed there nineteen Ayﬂrs.
[n 1906 he found a home at 18 Westbourne Square, Padding-
ton, in a half-fat with a small painting-room, and in this
modest abode, tended by a faithful housekeeper, he re-
mained till he died on Aogust 17, 1917. He seldom went
out and he had few wvisitors, the most intimate friends of
his later years being the Dutch picture-dealer, Mr. E. |.
Van Wisselingh and his wife, a Scottish lady, daughter
of Mr. Craibe Anpus, of Glasgow, who had been one of
the earliest Brivish patrons of Matthew Maris, His later
paintings became more and more mysterious; instead of
the clear outlines of his earlier pictures, forms were seen
dimly as through a mist, and these pictures he would work
over and over many times, each re-painting seeming to
cast a new veil oyer faces and figures that became more
and more spiritual. Had he wished, Matthew Maris might
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have had fortune as well as fame, for there were ardent
collectors in many countries eager to secure examples of
his works, but his means were straitened largely because he
could with difficulty bring himself to part with a picture
and desired to keep them all in his painting-room. In
1911 a Dutch admirer of his work, Mr. Thomsen, of The
Hague, offered to the compatriot of whom he was proud
a small pension. 'This the painter accepted, and the pension
was continued 6l his death.

An abnormal being, Matthew Maris was “ alone in the
world ® because he chose of his own accord to live the life
of a hermit shat up with his dreams.

I7*



XXI1
THE INFLUENCE OF THE FAR EAST

JAPANESE COLOUR-PRINTS AND THE ART OF WHISTLER

§1

“J O attempt any historical survey of the art of the

I East is beyond the scope of this Ouruing, but
since several of the most distinguished Western painters of
the nineteenth century were profoundly influenced by the
art of China and Japan, it is necessary to make some brief
mention of the wonderfol art of the Far East and to record
the zenesis of its appreciation in Europe in order that we
may perceive the part it played in shaping the style of
certain modern masters.

Painting in water-colours on silk, or less often on paper,
was practised in China from the earliest years of the
Christian era. One of the oldest Chinese pictures known
to exist is a scroll-painting called * Admonitions of the
Instructress™ in the Britsh Museum. This has been
Emnuunctd by experts to be a work of the fourth century,

ut it has none of the characteristics of a primitive work
executed when an art is in its infancy. The mastery of
natural attitude and of the relation ufcggma to each other
and the delicate expressiveness of the drawing prove that
behind the art which produced it is a long history of
development.

Chinese painting actained its Lighest excellence during
the 5Sung Dynasty, ie. approximately between a.p. 930
and 1250, and to this period belongs the masterly painting
of “Two Geese ™ (see page 525) in the British Museum.
The exquisitely refined drawing and simple naturalism in
this dignified bird painting show the high state of civilisa-
ton in Lluna at 2 time when Europe was only painfully

§31
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“THE LITTLE WHITE GIRL" BY JAMES McNEILL WHISTLER

National Gallery, London
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For sheer beauty this portrail of his opce favourite model, alterwards Mrs. Joanna

Abbott, was never surpassed by Whistler. This picture inspired Swinhome

wrile his poem ** Before the Minmor.,"  In 1gun it was bequealhed by Mr, Arthur
Studd to the Mational Gallery,
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emerging from the Dark Ages. We have only to turn back
to the first chapter of this work and to compare the paintings
of Cimabue or of Giotto with this still earlier picture from
the East, to realise how superior was the naturalism of the
Chinese artist to that of the most gifted of the earliest
European painters. The art of the Sung period excelled
in landscape and animal painting, and it was inspired by
i m_r\xi:if:lf’ct'be]ing for Nature (akin to that expressed by
Wordsworth’s poetry) which gives a serious beauty to its
treatment of simple or seemingly insignificant subjects.”
It is only in quite recent times, however, that Western
artists have been attracted by the nobility of early Chinese
art. In the nineteenth century Chinese paintings were
scarce and little known in Furope, and the first examples
of Oriental art made familiar to }Eurnpr. were colour-prints
f.rnmmi[]apm. Though the Japanese to-day have a de-
servedly high reputation as an artistic nation, China was
their instructress in all the arts. 'The art of printing in
colours from a number of wood blocks in succession was
practised in China in the seventeenth century, perhaps
earlier, but it was not till the eighteenth century that it
flourished in Japan. In that country the demand for 2
popular art had fostered a schoal of painting deyoted to
themes of daily life, and the woodcut provided a cheap
means of muluplying designs. At first, in the carly part
of the eighteenth century, these woodcuts were coloured
by hand, then prints were made in two colours, rose-red
and green, and in 1764 the first full-coloured prints, known
as “ brocade prints,” were issued. Harunobu (1705-72)
was the first master to use the new invention, which during
the next hundred years was to produce the most beantiful
examples of colour-printing that the world has seen.
From the time of Harunobu to the death of Utamaro
in 1806, a succession of artists poured forth a serjes of these
ular pictures, which were sald for the merest trifie,
chiefly to the working classes of Japan. The painters of
Lapan catered for aristocratic tastes and were patronised

y the wealthy and eminent, but the makers of colour-

pnnts were democratic both in origin and aim and were
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regarded socially as
artisans rather than
ariists. LThe aris-
tocratic painters of
Japan, like those of
China, were sym-
balists, whose work
conveyed subtle al-
lusions to educated
Orientals ; but the
designers of colour-
prints were realists,
who rendered the
common life of
everyday  people,
Among the Japan-
ese this art, de-
spised by the higher
classes, was named
the “ Mirror of
the Passing World.”
With the common
people of Japan the
drama was an over-
whelming passion,
and consequently
the sabjects of in-
numerable colour-
prints are taken
from the stage,
which provided
endless themes. In
all the earlier Jap-
anese colour-prints
figures predomin-
ate, but after the
death of Utamaro
a great artist arose
in Hokusai (1760
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1840), who invented a new landscape style. Hokusai was
followed by other great landscape artists, Hiroshige (1796
1858) and his successor Hiroshige 11, who worked ¢. 1840-65,
and the splendid landscape designs by these artists were
the first to make their influence felt in’ Europe.

Hokusai is now generally regarded as one of the world’s
great artists, worthy to rank with Rembrandt, Durer, and
other giants. His * River Scene™ (see page 533), with
the great bridge over the water and Fujiyama in the dis-
tance, shows his unsurpassed skill in the technigue of his
art, the largeness of his view, and the intense human interest
with which he invested every scene he painted. A master
of the first order as a draughtsman, Hokusai was also a
daring pioneer as a colourist, being the first to combine
the particular greens, blues, yellows, and browns which
distingnish his famous series * Thirty-six Views of Fuju-
yama,” to use the telling contrest of red, bright blue, and
brown seen in his * Views of the Loochoo Islands,” and
to harmonise with infinitc tenderness a whole gamut of
greens and blues in his great designs based on carps, Hokusai
lived to a great age, his death occurring when he was
approaching his ninetieth birthday, and shortly before he
expired he murmured, * If Fate had given me but five
more years, I should have been able to become a true
painter.” He was not only one of the greatest and most
poetic of the world’s artists, he was one of the most modest.

The beginning of the artistic influence of Japan on
Europe is generally dated from the International Exhibition
held at London in 1862, when the examples of Japanese
art there shown made a profound impression on all who
studied them. Seidlitz, in his History of TFapanese Colour
Prints, gives the same date, but this authority traces the
first discovery of Japanese art in Europe to a Japanese shop
in the Rue de Rivoli, Paris. This shop, known as “La
P'orte Chinoise ”* and owned by a dealer named Soye, was
frequented by s number of artists who delighted in the
colour-prints by Hokusai, Hiroshige, and others which
tht? fonnd there. To this shnp came I‘l.-h_nc_;’ Deg:s,
Monet, and other French artists afterwards to become
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famous, and to it also came a young American artist, James
McNeill Whistler. The Japanese have a perfect instinct
of decoration, and consequently these colour-prints made
an immediate and powerful appeal to a young artist who
already had within him the instinct of decoration. In the
work of Hokusai and Hiroshige, Whistler recognised those
qualities which above all he desired to have in his own
work,

§z2

Among the artists of the nineteenth century Whistler
holds a unique position. He was the first great ainter of
American birth to win universal renown. His E.fe was a
long struggle against hostile criticism and misunderstanding,
and he :fcfen ed his art and his ideals with the pungent
brilliancy of a wit and with the undaunted pugnacity of a
soldier. ' By example and precept he eventually revolu-
tionised English ideas about art and interior decoration.
He compelled people who stubbornly repeated * Every
Picture tells a Story,” to realise at long last that every
picture ought to sing a tume, that is to say, it ought to utter
forth a melody of line and a harmony of colour ; in a word,
he compelled all England and the United States to recognice
the decorative as well as the illustrative element in painting.
More than any other English-speaking man Whistler opened
our eyes to the true value of Velazquez and Hokusai, and
he invented a new sEVIe of portraiture in which Spanish
realism was exquisitely wedded to a Japanese sense of
decoration. A stranger within our gates, he revealed
England to the English and recorded both in his etchings
and in his paintings poetic aspects of London’s riverside,
aspects to which hitherto all artists had been blind, aspects
the beauty of which all can now see.

Whistler was born on July 1o, 1834, at Lowell, in Massa-
chusetts, and was baprized there with the Christian names
of James Abbott. This second name he dropped in later
life and substituted for it his mother’s maiden name,
McNeill, His father, Major George Washingron Whistler,
after leaving the United States army, became a railway
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engineer, and in 1842 journeyed to Russia with his wife
and family : he had been appointed chief adviser of the
railway under construction Ectwer:n Meoscow and Petro-
grad.  The most important consequence to James Whistler
of this boyhood stay in Russia was that in Petrograd he
learnt to speak French fluently. His father died in 1849,
when the widow returned with her children to the United
Stages,

Following in his father's footsteps, James Whistler in
1851 entered the military college of West Point, but after
three years of desultory study he was dismissed, chiefly
owing to his deplorable failure in chemistry. The first
question in his oral examination floored him completely,
and later in life Whistler humorously said, * If silicon had
been a gas I might have become a general in the United
States army.” Even from his Russian days Whistler had
thown a remarkable capacity for drawing, and his delight
in sketching prompted his relatives, after his West Point
fiilure, to obtain for him a post as draughtsman in the
Government Coast Survey Department at Washington,
thinking that this occupation might be more congenial to
him. To some extent it was, for here he learnt to engrave
and etch, and he cxecuted an cxcellent plate of 2 view,
taken from the sea, of cliffs along the coast; but the fancy
heads and figures which he irrelevantly added in the margin
showed that he could not take his topographical studies
seriously as a preliminary to map-making, but only as an
excuse for sketching. In Febroary 1855 he resigned his
position, and the end of the year found him an art student
in Paris,

Many painters have spent joyous student-days in Pars,
but few of them bear the traces of it in their lives as Whistles
did. He had barely turned twenty-one when he arrived
in Paris, and his high-spirited temperament and sense of
fun delighted in all the antics which then distinguished
the Bohemians of the Latin Quarter. In those days the
art students lived a life apart, making themselves noticed
!:}' wearing unorthodox clothes, playing all sorts of practical
jokes, affecting to despise the common mortal, and never



530 THE OUTLINE OF ART

50 happy as when they succeeded in shocking and bewilder-
ing what they called the “ bourgeois.” Whistler plunged
hot-foot into this way of life, and, as the distinguished
French critic M. Théodore Duret, who knew him well, has
remarked, there was grafted on him * the habit of a separate
pose, whimsical attire, a way of despising and setting at
defiance the ® vulgar herd * incapable of seeing and feeling
like an artist. This combination of the distinctive charac-
teristics of a French art student and the manner of an
American gentleman, in a man otherwise full of life, spirit,
and individuality, made of Whistler a quaint original whe
could not fail 1o be remarked everywhere”

But all the time he was amusing himself he worked, not
20 much in the studio of Gleyre—his official place of train-
ing, but irregularly attended—as in the streets and cafés of
Paris and in his rooms. He divided his time between
etching and painting, and in the former he appeared almost
48 a master in the first f* French Set ™ published as early
as 1858. In the following year he produced his first great
achievement in painting, * At the Piano” (see page 528),
which, though rejected by the Paris Salon of 1859, was hung
at the Royal Academy in 1860 and subsequently purchased
by the Academician John Philip, R.A. In this picture,
which represents his half-sister, Mrs. Seymour Haden,
seated, playing the piano, against which her little daughter
Aanie, in white, is standing, Whistler already shows the
influence of Velazquez. Philip was well known as an
intense admirer of this master, and it was doubtless the
Spanish qualities in Whistler’s painting which led the older
artist to buy it. Two years later Whistler set our for
Madrid with the intention of seeing the pictures by Velaz-
quez in the Prade, but on the way he stopped at a seaside
resort, where he nearly pot drowned while bathing and had
to return to Paris without going to Madrid.

In 1863 he made his second attempt to exhibit in the
Paris Salon, and again the jury rejected his picture, the full-
!cngﬂ{portrmt of 2 young Irish girl, known as Jo,” dressed
n _“'h“':: hf-"ldinﬂ a white flower, and standing against a
white curtain. * The White Girl,” as it was first calleid,
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was the beginning of a series of pictures in which Whistler
deliberately experimented in improvising a colour harmony
based on the infinitely delicate gradations of one dominant
colour. It was afterwards entitled * Symphony in White
No. L.

So many paintings by artists of great talent were rejected
by the Salon this year that the Emperor Napoleon III
intervened, and by his order a selection of the rejected
works was shown in a special room which became famous as
the Salom des Refusés. Of this epoch-making exhibition
more will be said in the next chapter, when dealing with
French painters who were Whistler’s contemporaries, but
for the moment it must suffice to say that among the works
there exhibited was * The White Girl,” which elicited high
praise from the more advanced critics.

From 1859 Whistler had divided his time between Paris
and London, and though he had many friends and ad-
mirers in the former city, he was hurt at the lack of official
recognition. In 1863 he fixed his residence in London,
where several of his family were already established.
Whistler's father had married twice, and one of the
daughters by his first wife had married the English surgeon
Seymour Haden, who afterwards made a great rcputation
as an etcher. Whistler's mother had also now left America
and was living in London with her second son William, 2
doctor, James Whistler himself had not only stayed and
exhibited in London, but had worked there, for in 1859
he had already begun the series of etchings known as  The
Thames Set,” which marks the culminating point of his
first etching period. * Black Lion Wharf ” (see page 543)
may be taken as an example of the perfection of his technique
in 1859, of the lightness and elasticity of his line, and of
the vivacity of the whole. Though he afterwards produced
etchings, perfect of their kind, in quite another style,
Whistler never did anything better in their own way than
some of the 'FII'[E'.!- in “ The Th:mm Ser.™

Whistler settled down in Chelsea, and became friendly
with his neighbour Rossetti, who shared his taste for blue-
and-white Chinese porcelain and for Japanese colour-prints,
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and during his first years in London the artistic influence of
the Far East became more pronounced in Whistler's art.
He surrounded himself with Oriental objects and intro-
duced them constantly into his pictures. In 1864 he
painted *The Gold Screen,” against which sat a young

woman in Japanese costume, surrounded by other variously

Phaoto: W. 4. Menxsell & Co,

“RIVER SCENE WITH BRIDGE AND FUJIYAMA IN THE DISTANCE"
COLOUR FRINT BY HOKUSAID (r76o-rBygl.

British Maseom, London.
An impressive example of the naturalistic and decorative powers of the greatest of the

democraticartists of Japan. We have only to compare it with ** Cid Batterses Hridge *
imer page 536] Lo learn how Whistler was infoenced by the design of Hokusai.

coloured objects from the Far East. About the same time
he painted * La Princesse du Pays de la Porcelaine ™ (see
page 531), in which brilliant colours are again afforded by
a |apanese dress. The original of this portrait was Miss
Christina Spartali, daughter of the Greek Consul-General
in London. Her sister Marie Spartali, afterwards Mrs.
Stillman, had been a pupil of Rossetti and sat to him for
* Fiametta ” and other paintings. Owing to the family
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likeness common to the two sisters, it has been said that at
this time Whistler was subject to Rossetti’s influence, but
the resemblance between their works is a superficial one due
only to the likeness of their respective models, There is
no evidence that Whistler borrowed any of Rosserti's
methods, and the chief influences during the years in which
Whistler formed his style of painting were Courbet and
Manet—as we shall see in the next chapter—Velazquez and
the masters of Japan. In etching he was principally in-
fluenced by Rembrandt and Méryon.

* The Princess of the Porcelain Conntry,” accepted by
the Salon in 1865, was the first work by Whistler to be
shown in any official exhibition in Paris. Other pictures of
this Japanese period were * The Lange Leizen,” in the
Academy of 1864, “ The Balcony,” in the Academy of 1870,
and, most beautiful of all, * The Little White Girl * (sce
page 523), also known as * Symphony in White No. I1,”
shown at the Academy in the same year. The Japanese
fan in the girl’s hand is the only direct confession of Oriental
influence in this picture, which otherwise unites the Spanish
gravity and ruEsm of “ At the Piano” with the gay-
coloured decorativeness of a Hokusai or Hiroshige, After
having seen this picture in Whistler's studio, Swinburne
wrote the poem afterwards included in Poems and Ballads :

BEFORE THE MIRROR

Come smow, come wind or thunder,
Iligh up in air,
I watch my face and wonder
At my bright hair,
Nought clse exists or grieves
The rose at hearr, that heaves
With love of her own leaves, and lips that pair.

I canmor tell what pleasures
Or what pains were,
What pale new loves and treasures
New years will bear ;
What beam will fall, what shower
With grief or joy for dower,
But one thing knows the flower, the flower is tair.
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Whistler also painted a “ Symphony in White No. TI1™:
in this two girls, one in cream, one in white, recline on a
white sofa, while a fan on the floor and the Aowers of an
azalea in a corner repeat the dominant whites. The motive
of the artist in choosing these colour-schemes and callina
the pictures “ symphonies ” was at this time beyond the
comprehension of even professional art critics, and one of
them wrote of this picture in the Saturday Review :

In the * Symphony in White No. 1" by Mr. Whistler there are
many dainty varieties of tint, but it is not precusely a symphony in white,
One lady has a yellowish dress and brown hair and a bit of blue ribbon,
the other has a red fan, and there are flowers and green leaves.  There
is # girl in white on o white sofa, but even this girl has reddish hair ; and
ol coiire there is the flesh colour of the complexions.

To this Whistler promptly retorted ¢

Hon Diew ! did this wise person expect white hair and chalked faces ?
And does he then, in his astounding consequence, believe that a symphony
in ¥ contains no other note, but shall'bey continued repetitionof F, F, F #
« = « Fool |

This was one of the earliest of Whistler’s critical en-
counters, taking place when the picture was exhibited at
the Academy 1 1867, and the critics were soon to learn that
here was a painter who could hit back with interest.

As the successive exhubition of Whistler’s pictures enabled
tlic tendencies and peculiarities of his work to be more
clearly seen, the public, the critics, and the Royal Academy
itself became more and more hostile to him, and finally
took up an attitude of undisguised ill-will. In 1872 hus
painting of his mother (see page 542), now universally
recognised to be one of the great portraits of the century,
was narrowly rejected by the Academy, and its final accept-
ance was only due to the staunch championship of the
veteran Sir \‘;i]l{am Boxall, R.A., who threatened to resign
from the Council if the picture were not hung. Doubtless
Whistler’s habit of giving his works titles borrowed from
musical terms prejudiced the public against them. An
extremist far more in his titles than in his actual manner
of painting, Whistler went so [ar as to call his picture of
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lits mother, ** Arrangement in Grey and Black.” He
defended this title by saying :

That is what it is. To me it is interesting as a picture of my mother;

but what can or pught the public to care abour the identity of the
portran #

In his desire to emphasise the importance of decorative

Fodia; 1. A, Maoneil & La,

“CHEMORNE LIGHTS,” BY WHISTLER.
National Gallery, London.
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the warehouses are palaces in the night, aod the whole city hangs in the heavens, andd
friryland is before 5" —J. MeNeill Whintier.
design and colour in painting, Whistler became a littde
inhuman. As one of his younger critics pertinently nb’—’
served, we can find an * arrangement of grey and black >
in a coal-scuttle ;: we find far more in Whistler’s ** Mother,
we find reverence for age, character, tenderness, and
affection. It has become one of the great pictures of the
world, not only because it is a pleasing pattern of colours,

but because it is a true work of deep emotion tenderly
expressed.
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No longer welcome at the Royal Academy, Whistler
was fortunate in soon securing a new exhibition centre.
Sir Contts Lindsay, a rich banker and amateur painter who

tronised the arts, had the Grosvenor Gallery built in

nd Street, and at the first exhibition opened there
in May 1877 Whistler was represented by seven pictures.
These included the portrait of Carlyle, now at Glasgow,
a painting similar in style to the artist’s “ Mother,” de-
scribed as * An Arrangement in Brown,” a full-length of
Irving as Philip IT of Spain, described as * Arrangement
in Black No. II1,” and four nocturnes, two in bloe and
silver, one in blue and gold, and one in black and gold.
Whistler had not confined his studies of the Thames in
mid-London to his etched work ; he had used these subjects
for paintings in the 'sixties, among them being “ Old Batter-
sea Bridge ™ and “ Chelsea in Ice,” but in this new series of
cvening effects by the riverside he shocked the conventions
of the day more than he had yet done by his “ symphonies,”

These poetic paintings of night represent the extreme
point of originality to which Whistler went. Parti-
cularities of scene and landscape exist in these nocturnes
only as accessories ; the real subject is the limpidity of the
atmosphere, water illumined by the pale rays of the moon,
mysterious shadows, the great silhouettes of dark nights,
the darkness intensified sometimes by a splash of fireworks
against the sky. To-day, though Cremorne is no more, we
can recognise the truth as well as the beauty in “ Cremorne
Lights  (see preceding page), for Whistler has now taught
us o use our own experience in looking at these pictures of
moonlight and lights reflected in the water. ];u: at the
time of their first appearance these nocturnes were incom-
prehensible to most people, who looked in them for topo-
graphical details which the veil of night would naturally
conceal. In an eloguent and moving passage in his lecture,
known as the “ Ten o’Clock,” Whistler afterwards explained
what he saw and painted by the Thames at eventide -

When the evening mist clothes the rivenside with poetry, as with a
m}, and the poor buﬂd.ir}gll lose themselves in the dim sky, and the tll
chimneys become campanili, and the warehouses are palaces in the night,
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PORTRAIT OF MISS CICELY HENRIETTA
ALEXANDER, BY WHISTLER,

I'tiis charming portrait of the yosmges daughter of Mr. W. T

Alexander is one of Whistler's most daring colour-schenes, o

bright harmony of grey and green. Nole batierdlies o the

lelt-band top comer, which give 3 mote of summar-time gaisty
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and the whale city hangs in the heavens, and fairyland i belore us—then
the wayfarer hastens home ; the working man and the cultured one, the
wise man and the ane of pleasure, cease to understand as they have ceased
to see, and Nature, wha, for once, has sung in tune, sings her exquisire
song to the artist alone, her son and her master, her son in that he loves
her, her mazter in that he knows her.

But in 1877 Whistler’s views on the poetry of night were
anknown, and the magic of his brush could not immediately
convert the public to appreciation of pictures the like of
which had never before been seen in Europe. Something
approaching them had been seen in Japan, as we may see
mlnmpariug Holkusai’s bridge pictures with those of

istler, but Hokusai and Hiroshige were not known then
as they are to-day. Whistler’s nocturnes were regarded
by the majority as 4 smear of uniform colour in which no
distinct forms could be considered. The painter was looked
upon as a charlatan and buffoon, and among those who
attacked him, sad to relate, was the stont defender of
Turner and the Pre-Raphaelites. John Ruskin, no wiser
in this respect than the others, permitted himself to write
the following in Forr Clavigera on July 2, 1877 :

For Me. Whistler's own sake, no less than for the protection of the
purchaser, Sit Coutts Lindeay ought not to have admitted works into
the gallery in which the ill-cducated conceit of the artist so nearly
approached the aspect of wilful imposture. 1 have seen, and heard,
muoch of cockney impudence before now ; but never expected to hear a
coxcomb ask two hundred guineas for Hinging a2 pot of paine in the
public’s face.

Strange that Ruskin did not remember that the selfsame
phrase about “ flinging a pat of paint ” had been used a
generation earlier by a critic of one of Turner’s sunsets.
Then Ruskin had been on the side of the artist, now he did
not understand and stood with the Philistines, Time has
avenged the insult to genius uncomprehended, and the
* Nocturne—Blue and Gold—Old Battersea Bridge ™
(see page 536), which Ruskin in 1877 thought not warth
two hundred guineas, was in 1905 cagerly purchased for
two thousand guineas and presented to the nation.

Whistler's exhibits brought him all the publicity any
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artist could desire—all London was talking of his nocturnes
—but the hostility of the critics, and particularly the savage
onslaught of Ruskin, scared away purchasers. When he
exhibited for the second time at the Grosvenor Gallery
in 1878, Whistler found that Ruskin’s denunciation was
stopping the sale of his pictures and, after some hesitation,
he decided to bring a libel action against him.

The case was heard on the 25th and 26th of November
1878 before Mr. Justice Huddlestone and a special jury. It
created a great sensation, but Whistler was ill advised to bring
the action, because artistic questions can never be saris-
factorily settled in a court of law. Popular sympathy was
with the critic, who had so often been right in the past,
and Whistler’s brilliant repartees in the witness-box did
him no good, for they only tended to confirm the opinion
that he was an amusing jester who was not to be taken
seriously. In cross-examination the opposing counsel
clicited the fact that the * Nocturne in Black and Gold ”
had been painted in two days, and then said, “ The labour
of two days, then, is that for which you ask two hundred
guineas } ™ * No,” replied Whistler with dignity; “1
ask it for the knowledge of a lifetime.”

The point at issue really was whether the nocturnes were
or were not works of art, and this was a matter obviously
over the heads of the jury. Albert Moore, giving evidence
for Whistler, praised his pictures highly and declared
that they showed not * eccentricity ” but * originality.”
William Rossetti also pronounced the nocturnes to be true
works of art, but on the other side Frith declared they
were not, and Burne-Jones agreed with him because,
though he admitted that the nocturnes had “ fine colour and
atmosphere,” he considered that they lacked * complete
finish.” Tom Taylor, the art critic of The Times, giving
evidence for Ruskin, attempted to explain what Burne-
Jones meant by finish, and for this purpose produced a2
picture by Titian. But when this was handed to the jury,
one of them, mistaking it for a picture Whistler,
exclaimed, “Oh, come! we've had enough of these
Whistlers,” and they all refused to look at it!
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In the end Whistler was awarded the contemptuous
sum of one farthing damages. This meant that he had to
pay his own law costs, and since nobody would buy his

Fhoto: W, A, Mansll & Co,

"*THE ARTIST'S MOTHEK,” BY WHISTLER.
Luxembourg, Paris
When M. Bourgeais, Minister of Fine Arts, expressnd a desite Lo parchase this work for

the French Nation, Whistler replied : ** Tha pieture you have chosen s precisely ihe ouse
1 could peat earmestly wish to see becoms Lhe abject of o solemn a copsecration,'

pictures now he was soon in money difficulties. He revenged
himself by issuing a pamphlet, 47z and Art Critics, in which
his enemies were neatly and wittily put in their places, but this
did not help him to live. To put an end to an untenable
situation, early in 1879 he had to abandon his residence,
*The White House,” in Chelsea, He became 2 bankrupt
and all his belongings were sold to satisfy his creditors.
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Another man might have been crushed by the misfortunes
which now crowded on him, but fortunately Whistler
was an etcher as well as a painter, and at this moment, when
his pictures were unsaleable, he again turned to etching.
He came to an arrangement with a firm, which advanced
him 2 sum of money on etchings he engaged to exccute,
and with this he went in 1879 to Venice, where he de-
veloped a new and beautiful style in etching. In com-

P A
FPholo : W, 4. Masaell & Ca,
“HLACK LION WHARE" BY WHISTLER.

[hie ol the mest famons etchings in his carly ** Thames Set,™ this work chirws the precision
atd delicacy of Whistler's dranghtsmanship in thsg.  He was the Grst artist to perzeive
and record the picturesquenes of the Thames in mid-London.

parison with his earlier work, these Venice etchings were
hght_cr in handling and more simplified in line; but they
palpitated with light and air and were fairylike in their
delicacy of decoration. ** San Giorgio ” (see page 3§45)
shows how spacious and satisfying an effect Whistler was
now able to secure with 2 minimum of means.

These new etchings were not at first popular with the
public and the critics any more than the nocturnes, but
they were appreciated and purchased by many discrim-
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inating print-collectors, and when Whistler returned to
Chelsea towards the end of 1880 his position gradually
improved. In 1883 he held a second and larger exhibition
nf his Venetian pieces at the Fine Art Society, and prepared
an extraordinary catalogue, in which under each numbered
exhibit appeared quotations taken from influential journals
and well-known writers, all bostile, and beginning with this
extract from Trurh: * Another crop of Mr. Whistler's
little jokes.™ The exhibidon, which was beautfully
arranged and staged, together with this quaint :::.taingtlc,
caused an immense sensation, Never before had an artist
made fun of his critics to this extent. Visitors counld not
f4il to recognise the refinement in works like ** San Giorgio,”
and when they read a sentence like “ Whistler is eminently

r " the criticism recoiled on the writer, not the artist.
The tide began to turn, and 3 considerable opinion now
became definitely favourable to Whistler, He began to
paint again, people like Mrs. Meux, the wife of the brewer,
and Lady ﬁhrchi%ald Campbell came to him for portraits,
and his position was immensely strengthened when his
* Portrait of the Artist's Mother ” obtained a medal and a
brilliant success in the Paris Salon of 1883. Later this
work was bought by the French Government for the
Luxembourg,

For the next few years Whistler made Paiis his principal
exhibition centre. At the Grosvenor Galleiy in 1881 his
* Portrait of Miss Cicely Alexander™ (see page 539) had
been dreadfully abused by English critics; in the Paris
Salon of 1884 it was singled out for general approbation.
For a brief season Whistler exhibited at the Royal Society
of British Artists, of which he was elected President in
June 1886, and under his presidency this Society held the
most brilliant exhibitions in its histery. But in 1888 there
was a cabal against him by members discontented with his
rule ; Whistler was compelled to resign, and was followed
by a number of talented artists whom he had persuaded to
join the Society. When asked to explain what had hap-
pened, the ex-President replied, “ Tt is quite simple ; the
artists have left and the British remain.”
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The year after Whistler met with this rebuff in London,
he was made a Chevalier of the Legion of Honour, which
showed the esteem in which he was now held in France,
and in 1892 he took a house at Paris in the Rue de Bac. He
can hardly be zaid to have sertled there, however, for he
returned several times to London, In 18go he had pub-
lished a collection of letters and various controversial matter,
including a report, with his own marginal comments, of the
Ruskin trial, under the title of The Gentle Art of Making
Enemies, and this publication not only increased his re-
putation as a wit but showed that he possessed a distinct
literary siyle of his own, This was followed some years
later by The Baronst and the Butterfly, a pamphlet giving
the artist’s version of a quarrel and lawsuit with Sir William
Eden over a portrait of Lady Eden. Whistler had early
adopted the device of a butrerfly as his sign-manual and
signature, but he was a butterfly with a sting, as he confessed
himself to be in the little drawings with which he decorated
his publications.

All the quarrels and encounters of his stormy life cannot
be recounted here, but in the end he was victorious in
London as in Paris. The purchase of his “ Mother ™ by
the French Government helped to turn the scale in England.
A new generation of artists gave Whistler a banquet in
London to celebrate the event, and in the same year (1892)
the most important one-man-show of his pictures yet held
anywhere was opened in the old Goupil Gallery in Bond
Street. This included nearly all his most famous works,
among them the disgraced nocturnes, but now only a
minority objected to his pictures or his titles, and the success
of the exhibition revealed the change which the course of
years had brought about in London opinion. The Royal
Academy was no longer the power it had been in his earlier
days; its prestige had declined, and there was now a
powerful body of outside artists who admired Whistler.
In 18g8 the most eminent of these formed the * Inter-
national Society of Sculptors, Painters, and Gravers,” and
invited Whistler to become its first President, a position he
held till his death on July 17, 1903, The exhibitions of
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this new Society proved that Whistler was not only respected
by artists, but had become fashionable with all persons of
taste.

To sum up, it may be said that after forty years of in-
cessant battling, Whistler enjoyed a decade of tranquil
success, but his last years were saddened by private trouble.
In 1888 he had marded the widow of E. W. Godwin, an
architect, and his wife's death in 1896 was a great blow to
the artist. With his loneliness he grew restless, and though
his continued devotion to his work saved him from melan-
choly, he travelled about a good deal. He was visiting
Holland in the summer of 190z when he was seized with a
heart attack, and though he gained enough strength to
return to London, and even to begin working again in the
winter, a relapse in the following June prostrated him, and
on Friday, July 17, after conversing good-humouredly
during lunch, he was seized with syncope at 3 p.m. and
died without suffering. France, Italy, Bavaria, and Dresden
had all conferred distinctions on him ; but in America, his
birthplace, and in England, where he lived and worked for
the greater part of his life, Whistler received no officiul
recognition.

§3

In his treatment of buildings, particularly in his earlier
etchings, Whistler was undoubtedly influenced by the work
of Charles Méryon, one of the earliest and greatest etchers
of architectural subjects. The life of this artist is one of
the saddest stories in modern art. Charles Méryon was
born in 1821 ; he was the son of a French dancer, and his
father is said to have been an Englishman of good family,
but during his early life he had little assistance from either
of his parents, mt{ from his boyhood he had to struggle
to make his own way in the Bohemian underworld of
Paris,

During Méryon’s lifetime, unfortunately, etchings were
not so pcglui:]: as they are to-day. For a century and a
half after brandt, etching, as a pure and separate art,
lay comparatively unnoticed, but undeterred by want of
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"LE STRYGE,” BY MERYON {sHaz—a4).

The career of this great French etcher is one of the saddest tragedies in art history.
Unable in his lifetime to sel] his prints at tesipence apiece in. soficent oombers 1o
save him from starvation, Charles Mérvon died in a Em ital literally from want of
propes noarishment. A few years after his death his pendus was w0 appreciated that
his etchings were eageely bought at /g apiece, and in recent years collectors. bave
paid over a thousand pounds for an etching whick the artist could not s=1] for a frune,
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patrons, poverty, and ill-health, Méryon devoted himself
to the revival of this almost forgotten art, and became one
of its greatest masters that the world has yet seen. To
record on copper the beauty and interest of the architec-
ture of Paris became the passion of Méryon's life, and his
etchings are unique for the imagination and emotional force
they display combined with scrupulously exact drawing of
the architectural fearures which form his theme. His
famous etching “ Le Stryge ™ (see opposite page), showing
us a view of Paris from Notre Dame, with one of the quaint
gargoyles of the Cathedral occupying a prominent place in
the foreground, reveals not only the perfection of his
technique, with its fine, nervous line and rich velve
blacks, bur also the blend of realism and imagination whic
characterises this artist’s work.

These masterly views of Paris were offered for sale by the
artist at the price of one franc (then worth about tenpence
in English money), but even at this ridiculous figure they
did not find enough purchasers to enable him to keep body
and soul together. Privation, hardship, and want of
proper nourishment inevitably told on his health, and
eventually his nerves gave way and he was put away as
insane in the hospital of Charenton. But though of a
nervous temperament, his brain was not diseased, and after
some months of good feeding in the hospital Méryon became
normal, and it was seen that his breakdown was wholly
duoe to starvation. He was allowed to leave Charenton and
began to work apain, drawing and etching in Paris, but the
unhappy genius had no better fortune and seemed unable
to secure the minimum amount of food that a human
body requires. Again he starved, with the same result, his
mind became unhinged and he was taken back to Charenton,
where he died in 1868,

By a cruel irony of fate the etchings began to be appre-
ciated almost immediately after the etcher’s death. Never
before or since has the art world seen so rapid and sensa-
tional an increase in wvalue. The lanation is that the
interest excited by the plates of Whistler and Seymour
Haden led to a feverish hont after other erchers, and so the
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fame of Méryon was established. Within a few years of
his death the etchings he had vainly tried to sell for ten-
pence apiece were changing hands at five pounds ; the
prices of them rose rapidly and steadily from tens to hondreds
of pounds, and within recent years rich collectors have
paid more than a thonsand pounds to secure a fine impres-
sion of an etching by Méryon.



XXIT
REALISM AND IMPRESSIONISM IN FRANCE

THE ART OF COURBET, MANET, DEGAS, RENOIR, MOKET, AND
RODIN

§1

HE French Impressionists were the offspring of the
Realists, and to trace their artistic pedigree we
must return to painting in France in the middle of the
nineteenth century, It was shown in Chaprer XIX how
the Romantics had rebelled against a false Classicism, but
only the barest hint was given of how the struggle for
liberty and truth in art reached a further stage mn the
forties by the development of 2 new group of artists known
as the Realists. The leader of this movement and the man
who perhaps did more than any other to change the whole
modern outlook on art was Gustave Courbet (1819-77).
Courbet was the son of a wealthy farmer of Ornans in
the Doubs. His father intended him for the law, and with
this object sent him to Paris, Arrived there, Courbet
threw law to the winds and set about learning the one thing
that interested him, painting. A rigid republican, both
by education and inclination, Conrbet was penetrated by a
passionate sympathy for the working classes, and he found
the subjects for his pictures in the ordinary life of the
people. Further, holding tenaciously that painting, “an
art of sight,” ought to concern itself with things seen, he
was as opposed to Romanticism as the Romantics had been,
in their day, to Classicism. Intensely earnest and serious
by nature, Courbet regarded it as mere frivolity to make
pictures out of imaginary incidents in poems and romances
when all the pageant and pathos of real life waited 1o be
painted. His point of view is made clear by a reply he
g5t
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once made to a patron who desired that he should execute
a painting with angels in it for a church. “ Apgels!™
ulﬁufbﬂ, e |:|u1:g I have never seen angels. Vg'ehl:t I
have not seen I cannot paint.”

After the Revolution of 1848 Courbet’s new style of
democratic painting had a temporary smccess. In 1849,
before the political reaction had begun, he was awarded a
medal at the Salon for his picture, “ After Dinner at
Ornans.” This medal placed him bors comcours, that is to
say, it gave him the right of showing pictures in future
Salons without his works having to obtain the approval of
the Selecting Jury. Courbet took full advantage of this
privilege in the following year, and to the Salon of 1850,
in addition to two landscapes and four portraits, he sent
two large pictures -:mi:‘ll.-rgI “The Stonec-breakers™ and
“A Funeral at Ornans” (see page 558). The political
reaction was in full tide, and the two last pictures raised
a storm of fury, because their subjects were supposed to be
* dangerously Socialistic.” It will be remembered that it
was in the Salon of the same year that J. F. Millet showed
his first great democratic painting, * The Sower,”

* A Funeral at Ornans* became one of the milestones
in the progress of modern painting, for, nﬂtwit_hstunl:‘iﬂ.E
the abuse showered on Courbet, the sincerity of his wor
appealed to a younger generation of artists. Here was 2
man who saw life steadily as a whale, and painted life just
as he saw it. FEach figure in it from the clergy to the
mourners, from the gravedigger to the dog, is painted
simply but with a truth and power that make it a livin
thing. Courbet was the first of modern painters to bru%
away from the classic traditions of Italy and turn towards
the open-air realism of Velazquez and Frans Hals, He
1::1:1: nu.I}I; had mn;ih direct influence on Whistler and on
Manet, but pointed out to them i
shatry uﬂi the road along which they

In 1855 Courber painted a picture which summed up
his life of the past seven years. He called it * The Studio
of the Painter: a Real Allegory.” On the right of this
large canvas were the types he had been painting, the
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beggar, the labourer, the tradesman, the priest, the poacher,
the gravedigger; on the left wasz a group of his personal
friends, among them Baudelaire and Proudhon ; Eerwecn
the groups was Courbet himself painting a landscape of
Ornans.

In an introduction to the catalogue of a private exhibition
of his works held in the same year, Courbet explained his

endeavour to replace the cult of the ideal by a sentiment
of the real :

To translate the manners, the ideas, and the aspect of my own times
according to my perception, to be not only a painter but still more 2
man, in 2 word, to create a living art, that is my aim.

During the reign of Napoleon 111 Courbet became more
and more incensed against all authorities, political or
artistic. The former thought him revolutionary because
of his subjects, the latter because his style was based on
Dutch and Spanish painting instead of on the accepted
Italian masters. Nevertheless, his position as leader of the
Realist school was such that in 1870 he was nominated
Chevalier of the Legion of Honour, Courber wrote a
violent letter to the Ministry refusing to accept this decora-
tion, and when the Commune broke out in 1871 he took a
prominent part in the Revolution and became President of
the Commission of Fine Arts. Courbet has been much
blamed because during his brief presidency he allowed to be
pulled down the Column commemorating Napoleon I in
the Place Venddme. This was part of a scheme to efface
from Paris all traces of the Empire, whether First or Third,
and though the Column was a historic monument it had
no great artistic interest.  On the other hand it was Courbet
who, during the fury of the Commune, not only preserved
intact the art treasures of the Louvre, but with difficul
secured the safety of the Arc de Triomphe. He was fu
of concern for this monument because of its great artistic
gullir.iu. notably the sculpture by Rude with which it was

ecorated, and he managed to persuade those who urged
its demolition that the Arc de Triomphe ought to be
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af the artist’s middie period. It represents
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spared because it stood not so much for the glory of Napoleon
as for the heroism of the revolutionary armies of France,

Still, when the Commune had been suppressed with an
iron hand, the good deeds of Courbet during the insurrec-
tion were forgotten : the unfortunate artist was arrested
in connection with the demolition of the Vendéme Column,
condemned to six months’ imprisonment and to defray the
whole cost—some 400,000 francs—of the reconstruction of
the Column. This utterly ruined him, and though Counrbet
eventually succeeded in crossing the frontier he was broken
in health and spirits. He died in exile in 1877,

§ 2

Manet was the heir of Courbet with this difference, that
the temper of his art was more aristocratic, He also built
up his pictures by the direct application of planes of colour
rather than by working up an underpainting based on linear
design and light-and-shade; he also used the blonde
palette of Velazquez and Hals, and he also chose his subjects
from the life around him ; but he painted the people and
life of the middle-classes, while Courbet had concentrated
on the proletariat,

Edonard Manet was born at Paris in 1833. His father
was a magistrate and, like Courbet, Manet was originally
destined for the bar, but he eventually overcame family
opposition, and when he was about eighteen he was per-
mitted to enter the studio of Couture (1815-79). Thomas
Courure was an ?.I:Cﬂmplishl:d artist whose tich coloured
paintings were a discreet compromise between Romanticism
and Classicism, but his orthodox instruction a pealed lirtle
to Manet, who from the beginning desired to oé)serve Nature
closely and reproduce it according to his own feclifg.
After travelling in Germany, Austria, and Italy to study
the Old Masters, Manet finally found in the paintings by
Velazquez and guya at the Louvre the answer to all his

uestionings and aspirations for light and truth, =
ﬂmmd by these masters and by thegcum le of él:.mrgent,

he gradually evolved a new technique which presented



REALISM & IMPRESSIONISM IN FRANCE 557

modern aspects by modern methods. Observing how one
colour melted into another in Nature, he declared * There
are no lines in Nature,” and in his pictures he abandoned
the convention of the outline and shaped his forms by a
modelling obtained by subtle gradations of tints which
fused into one another. The problem of just illumination
was to Manet a matter of primary importance. Once when
he was asked to point out the principal figure in a group
he had painted, 1!:: made a reply that has become historic,
“ The principal person in a picture,” said Manet, “ is the
light.”

Manet made his first appearance at the Salon in 1861
with a portrait of himself and his young wife and another
painting, * The Spanish Guitar—pﬁ}reri” Over both the
cry of © Realism ” was raised, and Realism was unpo ular
at the moment, nevertheless the Jury, inspired by Dela-
croix, gave Manet an Honourable Mention. But during
the next two years the partisans of the classical tradition
obtained the upper hand again, and Manet was excluded
from the Salon of 1863. So many artists of admitred
talent, however unpopular, had their works rejected en
bloc h}' the Salon jury this year, that the Emperor Napoleon
TII, inspired by a praiseworthy liberal thought, insisted
that these innovators should at least have the right to
exhibit together in a special room. Thus there came into
being what was known as the Salon des Refusés : among the
exhibitors there, in addition to Manet and Whistler, were
Alphonse Legros, Fantin Latour (1836-1g04), celebrated
both as a portraitist and as a painter of flowers, Harpignies,
Renoir, Claude Monet, and many others who have since
become famons, One of the paintings in this exhibition,
a sunset by Claude Monet, entitled * Impressions,” excited
much langhter among the crowd that came to jeer at the
¢ reiected,” and henceforward the custom arose of alluding
to the new school of painters as * Impressionists.”  Origin-
ating as a term of derision, the word remained in use, and
the painters to whom it was applied adopted it as an official
I.al:-l:{J which would serve, as well as any other, to cover
their varied aims.
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Prior to the Salon des Refusés Edouard Manet had little
or no knowledge of Claude Monet, who was seven years his
junior, but now the similarity between their names and the
abuse showered upon both drew the two men together,
Through Monet, Manet came to know Renoir and Sisley,
who had been fellow-students with Monet in the studio of
Gleyre, Whistler’s master, and this group was joined, among
others, by two older artists, Camille Pissarro and Degas.
As in the case of the Pre-Raphaelites, it was friendship and
unjust derision which created the solidarity of the Impres-
sionists, though the individual painters had by no means
identical aims. Manet, we now realise, was far more a
Realist than an Impressionist, and it is important to re-
member that he passed as an innovator years before Im-
pressionism existed or was even thought of. It was more
than ten years after the Salom des Refusés before Manet
became influenced by the new ideas of colour evolved by
Pissarro, Monet, and Renoir In his fine portrait * Le
Bon Bock” (see page 555), painted in 1873, Manet still
reveals himself as the heir, not only of Courbet, but of
Velazquez, Hals, and Goya. Nothing could be further
from the once popular notion of an * Impressionist "
picture as a daub hastily put together, than this careful, if
unconventional, portrait of his friend the engraver Belot
enjoying a glass of beer. ) M. Bd::t gave I'l-llanct no less than
cighty sittings before this portrait was finished. It is freer
than Courbet, with a greater simplifying of planes and values,
but it is no revolation, it is a continuation and development
of Courbet’s realism.

Quite different in style is © A Bar at the Folies-Bergére ”
(see page 561), painted in 188z, We may say at once that
the chief difference between the two pictures is in the
colour, for—to borrow a term from the wine-list—the
colour in “ Le Bon Bock” is “still,” while that in the
“ Bar  picture is “ sparkling,™ sparkling especially in the
wonderful painting of the bottles and glasses as we may
see even in a photograph. Both pictures are magni t,
both are marvellously lifelike, but in the second there is a
more searching puﬂuit of colour, in shadow asz well as in
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light, and a more vivacions statement of its actuality. In
a word, it is a typical “* Impressionist * picture : and here
we may well pause to inquire what is meant by * Impres-
sionism."

§3

If we look ar all the bortles in * A Bar at the Folies-
Bergére " we shall notice that the treatment of detail here
is totally different from the treatment of detail, say, in
Millais’s ** Ophelia * (cf. page 427). In his picture Millais
looked at each leaf, flower, and branch separately, and set
them down separately on his canvas like a sum in addition.
But all the bottles in Manet’s picture are seen simultane-
ously in relation to each other: it is a synthesis, not an
addition. Impressionism, then, in the first place, is the
resnlt of mmulianeous wirton that sees a scene as a whole as
opposed to comsecutive vision that sees Nature piece by piece.
Let us suppose, for a moment, that we are staying at a
house on the banks of the Seine opposite the church at
Vernon. Let us suppose that, hawving arrived there in
darkness the previous evening, we jump out of bed in the
morning, open the window, 2nd put out our head to see
the view. Monet’s picture “ The Chorch at Vernon ™
(see page 569) shows us what we should see ar the first
glance ; the glance, that is to say, when we see the scene
as 2 whole, before any detail in it has riveted onr artention
and caused us unconsciously to alter the focus of our eye
in order to see that detail more sharply. Another way of
putting the matter is to say that in an Impressionist picture
there is only one focus throughout, while ina Pre-Raphaelite
picture there is a different focus for every detail. ‘These
two methods of painting represent different ways of looking
at the world, and neither way is wrong, only whereas the
Pre-Raphaelite looks particularly at a series of objects, the
Impressionist looks gemerally at the whole,

This way of viewing a scene broadly, however, is only a
art of Impressionism. Tt was not a new invention, for
elazquez saw and paintcd ﬁg‘ﬂl‘ts and groups in a similar

way, therefore Impressionists like Whistler and Manert {in
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his earlier works), who adopted this broad style, were in
this respect developing an existing tradition rather than
inventing a new one. But a later development of Impres-
sionism, which was a complete innovation, was the new
palette they adopted. From the time of Daubigny, who
said, “ We never paint light enough,” the more progressive

Phota ! Hraun
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painters had striven to make the colours in their pictures
closer to the actual hues of Natare. Delacroix was one of
the pioneers in the analysis of colour. When he was in
Morocco he wrote in his Journal about the shadows he
had seen on the faces of two peasant boys, remarking that
while a sallow, yellow-faced boy had violet shadows, a red-
faced boy had green shadows. Again, in the streets of Paris,
Delacroix noticed a black and yellow cab, and observed
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that, beside the greenish-yellow, the black took on a tinge
of the complementary colour, viclet. An advertisement
issned by a well-known scap firm will have made many
readers familiar with the phenomenon of complementary
colour. The name of the soap was printed in bright red
letters on a white paper, and we were asked, after gazing
at this steadfastly for a few moments, to look up at a whirte
ceiling, when we should see the name of the soap in gresn
letters. Every colour has its complementary, that is to
say, an opposing colour iz evoked by the action of the
human eye after we have been gazing at the said colour;
consequently all colours act and react on one another.
Delacroix discovered that to obtain the foll brilliance of
any given hue it should be flanked and supported by its
complementary colour. He did not attain to full know-
ledge ; it was lefr for a later generation to make nicer dis-
tinctions and to recognise that if violet is the right com-
plementary for a greenish-yellow, an orange-yellow requires
a turquoise blue, and so on.

The nincteenth was a scientific century during which
great additions were made to our knowledge of optics.
The French scientist Chevreuil wrote a learned bock on
colour, which was studied with avidity by the younger
painters. [t became clear to them that colour was not a
simple but a very cumgiex matter. For example, we say
that grass is green, and green is the local colour of grass,
that is to say, the coloor of grass at close range, when we
look down on it at our feet. But grass-covered hills seen
at a great distance do not appear green, but blue. The
green of their local colour is affected by the veil of atmo-
sphere through which we view it in the distance, and the
Iim: we see is an example of atmospheric colour. Again, the
local colour of snow is white, but everybody who has been
o Sw‘i!‘.IEl’llDd is familiar with the ‘alpine g]_gw »” when
the snow-clad peaks of the mountains appear a bright copper
colour owing to the rays of the setting sun. This “ Alpine
gluw” i’ an :mnp]]:l:ltf I.Huiﬂfﬂdﬁ-ﬂﬂ fﬁfoﬂr, :_nd Ei'EI.EE 'l']ll! colour
of sunlight is changing throughout the day, ever

hing in
Nature is affected by the colour of the light which f:lﬁtupnn it
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The landscape painter, then, who wishes to reproduce
the actual hues of Nature, has to consider not only * local
colour,” but also * atmospheric colour ”* and * illumination
colour,” and further take into consideration *comple-
mentary colours.” One of the most important discoveries
made by the later Impressionist painters was that in the
shadows there always appears the complementary colour of the
light. We should amﬁ:r on all these things if we wish to
realise the full significance of Manet’s saying, *“ The principal
person in a picture is the light,”

This new intensive study of colour brought about a new
Eﬂﬂtc and a new technique, For centuries all paiutinﬁ
ad been based on three primary colours, red, blue, an
yellow ; but science now taught the painters that though
these might be primary colours in pigment, they were not
primary colours in light. The spectroscope and the new
science of spectrum-analysis made them familiar with the
fact that white light is composed of all the colours of the
rainbow, which is the spectrum of sunlight. They learnt
that the primary colours of light were green, orange-red,
and blue-violet, and that yellow—though a primary in
paint—was 2 secondary in light, because a yellow light can
be '{iroduced by blending a preen light with an orange-
red light. On the other hand green, a secondary in paint
because it can be produced by mixing yellow with blue
pigment, is a primary in light. These discoveries revolu-
tionised their ideas about colour, and the Impressionist
painters concluded they could only hope to paint the true
colour of sunlight by employing pigments which matched
the colours of which sunlight was composed, that is to say,
the tints of the rainbow. They discarded black altogether,
for, modified by atmosphere and light, they held that a
truc black did not exist in Nature : the darkest colour was
indigo, dark green, or a deep violet, They would not use
a brown, but set their palettes with indigo, blue green,
yellow, orange, red, and violet, the nearest colours they

could obtain to the seven of the solar spectrum.

Further, they used these colours with as little mixing
as possible. Every amateur in water-colonr knows that
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the more he mixes his paints, the more they lose in brilliancy.
The same is true of oil paints. The Impressionists refrained,
therefore, as much as possible from mixing colours on their
palettes, and applied them pure in minute touches to the
canvas. 1f they wanted to render secondary or tertiary
colours, instead of mixing two or three pigments on the
palette, they would secure the desired effect by juxtaposed
touches of pure colours which, at a certain distance, fused
in the eye of the beholder and produced the effect of the
tint desired. This device is known as eptical mixture,
becanse the mixing is done in the spectator’s eye. Thus,
whereas red and green pigment mixed on a palette will give
a dull grey, the Impressionists roduced a brilliant luminous
grey by speckling a sky, say, with little points of yellow and
manve which at a distance gave the effect of a pearly grey.
Similarly the effect of a brilliant brown was given by the
juxtaposition of a series of minute touches of green, red,
and yellow; and this association of minute touches of
three pure colours set up a quivering vibration which had
greater luminosity than any streak of brown pigment. It
was an endeayour to use paints as if they were colonred
lights,

Various names have been given to this technique, It has
been called * Divisionism,” because by it the tones of
secondary and tertiary colours were divided into their
constituent elements. It has been called * Pointillism,”
because the colour was applicd to the canvas in points
instead of in sweeping brush-strokes. It has been called
« Luminism,” because the aim of the process is primarily
to express the colour of light with all its sparkle and vibra-
tion. ‘This last is the best name of all, because it serves
to emphasise the new outlook of the new painters. The
tendency before the Impressionists was to regard colour
from the standpoint of black and white. Thus, in con-
sidering a grey, it would have been asked is it a dark grey
or a light grey, does it approach black or white ] The
Tmpressionists took ?Juitc a different attitude and asked
whether it was a bluish grey, or a greenish grey, or a purplish
grey, or a reddish grey : in a word, not whether it was light
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588 THE OUTLINE OF ART

or dark, but to which colour in the solar spectrum it most
closely approached.

To the Impressionists shadow was not an absence of
light, but light of a different quality and of different value.
In their exhaustive research into the true colours of shadows
in Nature, they conquered the last unknown territory in the
domain of Realist Painting.

To sum up, then, it may be said that Impressionist
Painting is based on two great principles ;

1. The substitution of a Simultaneous Vision that sees a
scene as a whole in place of a Consecutive Virion that sees
Nature piece by piece,

2. The Substitution of @ Chiaroscuro based on the colours
of the solar spectrum for a Chiaroscuro based on Black and
W bite.

This new technique, with all the research and experi-
ment which is imphes, was not the invention of one man,
but the outcome of the life studies of 2 whole group of men.
Most prominent among those who brought Impressionist

ainting to perfection in theory and practice were Camille
?‘isurm, Claude Monet, and Avguste Renoir.

14

Camille Pissarro (1830-1930) was born at St. Thomas in
the Danish West Indies and came to Paris with his parents
when he was twenty-five. He became a pupil of Corot,
and his earlier works show the influence of Corot as regards
style and colour and of Millet in subject and drawing.
He was the eldest of the Impressionists, being two years
older than Manet; but throughout his life Pissarro was an
ardent student, never ceasing to investigate and experiment,
always ready to listen to the theories and to observe the
practice of a junior who claimed to have discovered a new
truth. Though darker in colour than his later work, a
small landscape now in the Musée des Arts Decoratifs at
Paris, painted by Pissarro in 186g, shows that even at this
time he was experimenting in the division of tones. [n-
fortunately nearly all the earlier paintings of Camille

r
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Pissarro are lost, for his home and studio were in the line
of approach of the destroying Prussians in 1870. Owing
to the war Pissarro and Monet came to London in 1871, and
there they saw the later paintings of Turner, which con-

LS
Pkota : Hraun.
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firmed their ideas about colour and encouraged them to
paint brighter and still brighter.

Claude Monet was ten years younger than Pissarro.
Though born in 1840 at Paris, where his father was a
merchant, he spent much of his boyhood at Havre, where
he learnt a good deal about painting from Boudin. After
completing his military service in Algeria, Monet returned to
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Paris and entered the studio of Gleyre, Here he formed
a close friendship with two fellow-students, Rencir and
Sisley, and became acquainted later with Maner, as has
already been related. Monet’s earliest paintings, however,
are not lighter than those by Boudin and Corot, and he was
first influenced by these and others of the Barbizon School.

Avguste Renoir (1841-1919) was born at Limoges, where
his father was a tailor in a small way of business, and at the
age of thirteen young Auguste began to earn his living as
a painter on porcelain. This early apprenticeship left a
certain trace on his art which was always decorative and
even clegiac in spite of its later realism. In time Renoir
saved up enough money to go to Paris and become a pupil
of Gleyre, but while his friends were landscapists Renoir was
first and foremost a figure painter,

Alfred Sisley (1839-99) was born in Paris of. English
parents, and his development was parallel to that of Monet,
whose work his own pictures closely resemble. We may
say that all these young men, together with Pissarro, were
discontented with the state of painting béfore 1870, They
looked at their pictures and they looked at Nature; but
while they realised how far their painting fell short of their
intention, they had not yet fnundP the way to secure greater
brilliancy and truth. That way was discovered during the
'seventies, after Pissarro and Monet had seen the Turners
in London and returned to Paris. It is possible to ex-
aggerate the influence of Turner on the new movement,
for it had really begun earlier with Delacroix, but the sight
of the Turners undoubtedly hastened irs accomplishment
as far as Pissaro and Monet are concerned. Not the
beginning of Impressionism, but the first public revelation
of Impressionism, was an exhibition held at glad:r's galleries,
Boulevard des Capucines, in 1874. Here were gathered
together works by many of the “ rejected * of 1863, Manet
being the best known of them and generally considered the
leader of the movement, and also works by new adherents
to Impressionist dgctrine. The exhibition provoked much
controversy, but it was sufficiently talked about to be
something of a success, and thereafter for several Fears &
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Salon des Impressionistes was an annual event. But in
1874 the science of colour was still in its infancy, and if the
exhibitors were * Impressionists” they were not all
“ luminists.,” Even Renoir’s famous picture of people in
a theatre-box, painted about this time, is sombre in colour,
in comparison with the scintillating canvases he was to
paint later.

Another contributor to this exhibition, whose picture,
“ The Dancing Lesson ” (see page 567), attracted much
attention, was Degas. Friendship with Manet drew Degas
into this circle, though he never entirely accepted all the
principles of Impressionism. Edgar Hilaire Germain
Degas (1834—1917) was born in Paris, the son of a banker,
and, like Courbet and Manet, was originally destined for
: legal career. In 1855, however, he entered the Ecole
des %e:ux Arts, and also studied nnder Lamothe, a pupil
of Ingres. All his life Degas, who was brought up in the
classical tradition, had the deepest veneration for Ingres.
He was also an admirer of Holbein and Clonet, whose
pictures he copied. In 1856 he went to Rome and remained
two years in Italy studying the work of the early ltalian
masters. Returning to Paris, he began as an historical
painter, his last picture in this style being “ A Scene of
War in the Middle Ages,” shown in the Salon of 1865.
But about this time he came into contact with Manet, and
through him with Pissaro, Monet, Renoir, and others who
frequented the Café Guerbois in the Batipnolles, and
there endlessly discussed their artistic aims and ideals.
Because of this centre for social intercourse the Impressionist
group was at one time nicknamed “ The School of Batig-
nolles.” Owing to the powerful new influences surround-
ing him, Degas was led to abandon his historical works and
devote himself to painting scenes of modern life.  Always
intensely interested in the rendering of movement, Depas
was first attracted to subjects he found on the race-course,
one of the earliest successes in his new manner being “ A
Carriage at the Races.” He also painted washerwomen
at their work, scenes in cafés and in theatres, and revealed
himself as an artist passionately absorbed in the spectacle
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of r:iti life, though with rather a cynical outlook. Degas
was the greatest draughtsman among the Impressionists,
and in his pictures of modern life he relied upon line more
than any other of the friends with whom he exhibited,
Like Whistler, he was much influenced by Japanese colours
prints, which gave him new ideas of pattern and design.
After the Franco-Prussian war, during which he served
in the artillery, Degas concentrated on the Baller, a subject
for which he became famous thronghout the world, and
which occupied his best attention for twenty years. In
these works Degas stands revealed as an uncompromising
Realist. What he usually shows us is not the glamour and
illusion of the Ballet from the spectator’s standpoint;
Degas gets behind the scenes and exposes the worri and
discipline which lie behind this artificial fairyland; he
strips the dancers of their tinsel, compelling us to see that
they are not lovely young nymphs, but plain, tired, hard-
worked women, often middle-aged. The beauty of his
ictures is to be found not in any prettiness of his models
ut in the lighting, the arrangement, the drawing, and
later, in the colour, in the convincing truth of his vision,
and in the decorative charm of his design. In the later
*seventies and thenceforward, Degas worked more frequently
in pastel than in oils, and in these later pastels he adopts
the prismatic hues of Luminism, based on the rainbow
colours of the solar spectrum, so that these works, in ad-
dition to their masterly drawing and decorative design, have
the additional beauty of shimmering, iridescent colour,
A superb example of his later style is the pastel * A Dancer
on the Stage” (see page 5§66) in the Luxembourg, Paris.
Hers, for once in a way, Degas forgets his cynicism and
shows us the magical glamour of a premiére danseuse quiver-
ing with movement, bathed with light, and happy appar-
ently in her moment of success. After 1886 Degas retired
almost completely from the public eye, living the life of a
recluse on a fifth floor in Montmartre; refusing for the
most part to sell his works or even to show them to collectors,
though his fame continually increased and the value of his
earlier works rose to sensational prices. Before his death
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his picture * Dancers at the Bar,” which he had originally
sold for [20, was bought by an American collector for
£17,400, this being the record price obtained to-day at

ublic auction for a picture by any living artist. But
Eegu was equally contemptuous of praise or criticism, and
to the end he declined all honours.

Claude Monet, who is still alive, has also seen pictures
he sold for [4 bring thousands of pounds in America and
elsewhere. Devoting himself to the painting of landscapes
in bright sunlight, he has carried the pitch of painting into
a higher key than any artist before him had done. * Pine-
Tree at Antibes ™ (see page §53) is a beantiful example
of his style at its matunty; radiant colours are laid side
by side in small broken touches to suggest the vibration of
light, while the decorative arrangement shows that Monet
also has taken hints for desipn from the artists of Japan.
Light is always the ** principal person ” in Monet’s land-
scape, and since he is always aiming at seizing a fugitive
effect, he has insisted on consistency of illumination at

articular hours of the day and season. With this object
E: adopted, since the early "eighties, a habit of painting the
same subject under different conditions of light. He would
set ont early in the morning with a carriage-load of canvases,
and arriving at his destination he would start his day’s
work, changing his canvas every couple of hours as the light
changed. In this way he painted a series of views, all of
the same subject, but all different in colonr and lighting,
Among the most famous of these series are those known as
* Haystacks,” * The Poplars,” “ The Thames at Waterloo
Bridge,” “ Rouen Cathedral,” and * Water-lilies,” the last
being a scene in his own riverside garden at Giverny.
When he was a young man M. Monet once said, “ [ want
to paint as 2 bird sings,” and all his pictures have this
delicious lyrical quality. While he adopted the rainbow
palette and the technique of the small touch—* the pro-
cedure by the tonch  as it is called in France—Monet has
never been dogmatic in his use of divisionism.

The elaboration of Divisionism into a rigid scientific
theory of painting was the work principally of two younger
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men, Georges Seurat (1859-91) and the living artist Paul
Signac, born at Paris in 1863, But for his early death
Seurat, who was a genius in design as well as a great colourist,
would have obtained a foremost place in modern art. It
was Seurat abont 1880 who definitely established the
superiority, for the purposes of brilliance and intensity, of
“ optical blending™ to actual blending on the palette.
The division of tones, which was never more than a con-
venience to painters like Monet and Sisley, became a law
not to be departed from in the work of Seurat and Signac.
This new scientific development of Impressionism became
known as “ neo-Impressionism.” For a time Pissarro also
practised this method of Divisionism with scrupulous exact-
ness, but eventually he adopted a broader and freer manner,
though still retaining the general principle of divided
colour. In addition to Sewrat and Signac, the chief ex-
ponents of neo-Impressionism have been Henri-Edmond
Cross (1856-1910) and the living Belgian painter, Théo
van Rysselberg. This method of painting am‘f the scientific
theories on which it is based are fully described in M. Paul
Signac’s book D'Eugéne Delacroix au Néo-Impressionisme
(Paris, 1898),

§s

By the first principle of Impressionism, the substitu-
tion of simultaneous for consecutive wvision, sculpture was
affected as well as painting. From the time of Louis XIV
France had always had talented and accomplished sculptors
at her command, but it was not dll the era of Impressionism
that she produced a great world-sculpror whose name was
worthily coupled with that of Michael Angelo. Among
the earlier French sculptors Jean Baptiste Pigalle (1714-85)
was a pioneer of Realism, his vigorous and fertile imagina-
tion giving his sculpture a certain accent of life and origin-
ality. Jean Antoine Houdon (1741-1828), his pupil, was
famous for the power and truth of his portrait busts ;
Frangois Rude (1784-1855) was 2 still greater liberator of
French sculpture from a cramping classicism which slavishly
imitated the antigue. His famous group * Le Départ
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des Volontaires de 1790 ™ on the Arc de Triomphe shows
Rude’s realism and the nobility of his expression of patriotic
feeling. Antoine Lonis Barye (1796-1875), both painter
and sculptor, the contemporary and friend of the Barbizon
landscape painters, achieved high distinction by his life-
like sculpture of animals, and his small bronzes are still
eagerly sought after by collectors.

It was a pupil of Barye, an even greater modeller than
himself, who was 15 achieve the greatest fame won by any
sculptor since Michael Angelo. Auguste Rodin was born
at Paris in the same year as Monet, 1840. He was of
humble origin, and in his youth had to earn his living by
working in a mason’s yard, where he became familiar with
the material he was destined to master. For years his only
studio was his humble bedroom, and it was here that he
modelled his early bust, “The Man with the Broken
Nose,” which, when exhibited at the Salon, was acknow-
ledged to be a masterpicce of realism, modelled with 2

wer and truth unknown for generations, When his
E::utif'ui statue, ™ The Age of Bronze,” now in the Luxem-
bourg, was exhibited in the Salon of 1877, the authorities
were so astonished by its masterly modelling that the
sculptor was accused of having taken a cast from life, To
prove the falsehood of this accusation Rodin made his next
statue, * St. John the Baptist (see page 572) rather more
than life-size, and again the mod ng was miraculous in
its perfection. If the * Age of Youth » with its polished
rendering of the graceful form of adolescence reminds us of
the best Grecek sculpture, this second powerful and lifelike
rendering of 2 mature man is comparable to the figures by
the master-sculptors of the Renaissance.

It has often been asked why a starye by Rodin is different
from any other statue, and the explanation is simple :
instead of copying Greek sculprure s others had done,
Rodin did as the Greeks did—_iu: went direct to Nature,
* Everything,” he said, “is contained in Nature, and when
the artist follows Nature he gets everything,” Rodip
taught his contemporaries that distinction in sculpture is
obtained, not by selecting a certain type of figure, byt by

19
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the gift and art of modelling. * Sculpture,” he once said,
% 1s the art of the hole and the lump,” and as he went on he
proved that in order to present a true appearance of form
it was necessary sometimes to fashion the ‘“holes” and
“lumps,” not exactly as they existed in anatomy, but as
they appeared to the human eye. In this way i
introduced impressionism into sculpture, showing us heads
and figures as they appeared to the human eye enveloped
in atmosphere and bathed in light. His famous monu-
ment * The Citizens of Calais” is remarkable, not only
for the poignant expression of the different characters of
the various fgures, but also for the truth of atmosphere
and movement in this procession winding its way along
slowly and sadly. These are no graveyard figures, but living
men moving and breathing in the air that surrounds them,
Commemorating an historic incident when France and
England were at war, this monument has become a happy
and lasting token of the Entente Cordiale, for in addition
to the monument at Calais a replica of it has been erected
on the Victoria Embankment, London, clase to the House
of Lords, thanks to the generosity of English admirers of
the French sculptor.

The ruggl:d T.c(:hniqu: by which Rodin obtained his
wonderful effects of atmospheric reality was long in estab-
lishing itself in public favour, yet there have been few
sculptors animated with a more profound respect for the
material of their art. It was RDIi.;ﬁ's love of marble itself
which led to a new development of his art, in which he
would leave rough the matrix from which his sculprure was
hewn, so that delicate heads and figures seemed to arow
like flowers out of the marble of their origin. A memaorable
example of his work in this style is * Thought,” in which
a feminine head of exquisite refinement and spirituality
emerges from a rough-hewn block of marble,

Rodin reached his extreme limit of impressionism in
sculpture with his colossal statue of * Balzace » (see page 575)
which, when exhibited in the New Salon of 1898 Iﬁrﬂ:
the world of art into a condition bordering upon 'freuzy.
The man who twenty vears before had heen declared too
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skilful to be genuine was now accused of not knowing the
clements of his craft. Yet the sublime simplicity of this
figure, loosely wrapped in a dressing-gown, with the up-
turned face, the lion-maned head of genius, soaring, as it
were, to heaven, revealed Rodin at his highest not only as
a master of impressionist modelling, but also as a psychologist
who could conceive and create an unforgettable expression
of the very soul of genius.



XX
POST-IMPRESSIONSIM, CUBISM, AND FUTURISM

THE ART OF CEZANNE, VAN GOGH, GAUGUIN, MATISSE,
AND PICASSD

b1

HAT is * Post-Impressionism " 7 This term was
invented by the English painter and art critic,
Mr. Roger Fry, to cover various art movements which
came after Impressionism, and since some of these move-
ments have been developments of Impressionism, while
others have been a reaction from it, confusion can only be
avoided by considering separately the principal movements
and the artists associated with them.

The reader of this Ourrine will have observed that, from
the days of Giotto down to the close of the nineteenth
century, the development of the main stream of European
painting was in the direction of a more perfect representa-
tion of the appearances of natural forms. In the nineteenth
century two causes contributed to change the direction of
painting. One was the invention of Photography, which
set painters wondering what part the representative element

y played in a picture; the other was the new Colour-
science of the Impressionists, who seemed to have pushed
truth of representation to a point where further develop-
ments were impossible. Ambitious painters sighed, like
Alexander, for new worlds to conquer : the problems of
foreshortening, of perspective, of the true colour of shadows,
all had been solved trium‘g!:mntly by their predecessors.
What was there left to be done by a painter who did not
wish to imitate the work of any other artist 7 It was
inevitable that a reaction should set in. Painting, according

to the neo-Impressionist formulas described in the last
580
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chapter, had become, as we have seen, a highly complicated
and scientific business. A new generation began to argue
that, after all, painting was not a science but an art, and
that its primary function was not the accurate representa-
tion of Nature but the expression of an emotion. A fresh
start was made in a new direction. Emphasis was now to
be laid on expressing an idea rather than on rendering
appearances, and it was held that by reducing the facts of
pi:nnmma to a minimum the idea might be able to shine
forth more brightly, The vessel of art Env’mg become over-
loaded, it was thought advisable to lighten the ship by
throwing some of the cargo overboard.

Already there had been a forerunner in this direction.
Honoré Elaumier (1808-79), though chiefly known to his
contemporaries as a pungent caricaturist and lithographer,
also executed oil-paintings which have become highly
esteemed since his death. These pictures, sometimes
satirising the Law Courts whose * justice * ronsed him to
fury, often based on some illuminating incident in the
history of Don Quixote and Sancho Panza, were unlike any
other pictures of his time, and always expressed an idea
with a maximum of intellectual force and a minimum of
colour and pictorial means.

Half a century before his time, he had the
pings and redundancies from his
ceptions of rugged simplicity,
mteresting and fruitful of modern

courage to climinate trap-
painting, and to give us plastic con-
In so doing he anticipated the most
pictorial movements,

It was from the heart of Impressionism jtself that the
most powerful reaction began, and the artist usually re-
arded new as the “ Father of Post-Impressionism * is
aul Cézanne (1839-1906), who during his lifetime exhibited
with the Impressionists and was long thought to be one of
them. But though the friend and companion of Pissarro,
Rencir, and Monct‘, Cézanne differed from them in many
ways. To begin with, he was g southerner, born at Aix in
Provence, while all the others belonged to Northern France ;
secondly, while accepting their colour theories, he never
wholly adopted in practice their prismaric palette ; thirdly,
while they were primarily occupied with registering fugitive
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effects of light, he was always most concerned with eternal
verities. His aim is best explained in his own words: “1I
wish to make of Impressionism something solid and durable,
like the art of the Old Masters.”

If we look at his landscapes (see pages 587 and 594), or
his “ Card Players” (page 585), or his portrait of himself
(sce next page), we do not think first of the light by which
these things are seen, but rather of the weight, density, and
solidity of the forms depicted. The art of Cézanne is
simpler and less complicated than that of Monet and
Pissarro ; his analysis of colour is more summary, his ex-

ression ruder and more forcible. His colour is entirely
Eis own, and the prevalence of browns in his pictures itself
separates him from the other Impressionists; but this
brown with him is not a convention, it is true to the colour
of the sun-scorched landscape of his home, of the South of
France, in which he chicﬂg worked. His paintings may
seem clumsy in handling beside the delicate work of Renoir
and Sisley, but by reason of his whole-hearted sincerity
and honesty of purpose they make a deep and strong impres-
sion. Cézanne was not a conscious revolutionary; his
pronounced style was the result of a strong, incorrupribly
honest mind struggling to express what his eye could see
without any preconceived ideas as to the manner of
expression. His private life was simple and uneventful,
devoted to unremitting toil which was never recognised or
honoured. After stufﬁug in Paris he returned to the
South of France, where he lived and married on an allow-
ance of f12 a month made him by his father, a banker.
After his father’s death he inherited a share of his fortune,
but made little change in his manner of living. He did not

aint to make money, but to learn more about Nature and
Fife_ and to express what he felt vaguely in his soul. Tt is
related of him that after he had finished a study out-of-
doors, he would often leave his painting against the nearest
bush. With the last brush-stroke, E.u interest in the
painting ceased : he had done all he could : and it was his
wife who surreptitiously followed in his footsteps and
garnered in the canvases so difficult at that time to sell.
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Of Cézanne it may truly be said that he did not paint
to live, but lived to paint, and owing to his absorption in
the act of painting, and his consequent detachment from

Phato : E. Diruet,
“THE CARD PLAYERS™ BY PAUL CEZANNE.
The Louvre, Pars

A mew phase of Impressionism is seen in this bomely pictur
|n & rustic café. Light s no longer the "' principal person

€ of bwo villagers playing cands
ini the picture, for thoogh the

Mumination is just, the sense of space snd &ir sdmimably preserved, amd the Agures
treated, our interesl is copcentrated on the two men whoss

Emﬁ&i&nd and broadiy

s and characiers are presented with 3 monimental simplicity and grandeur. This &s

||.:'_'Il an =fect of light, but 3 fragment of life.

life, he tended to paint human beings as if they were still-
life. So it comes about that some of Cézanne’s most
impr:.ssive paintings are 5ir‘r!].'-1t: pictures of still-life. Tn his
work, as M. Duret has pointed out, *a few apples and a
napkin on a table assume a kind of grandeur, in the same
degree as a human head or a landscape with sea.” In
painting froit Cézanne seemed able to suggest the rremend-

19*
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ous power of Nature, so that pears and apples spread idly
on a dinner-table become a revelation of the hidden forces
of Nature which bring fruits to birth. It is only now and
again in his figure paintings that we get a glimpse of the
passion for humanity which warms the work of a Rembrandt.
This quality, however, is abundantly present in the work
of his younger contemporary, Vincent Van Gogh (1853-
90), who exclaimed in one of his letters, “ I want to paint
humanity, humanity, and again humanity.” A Dutchman
by birth, Van Gogh was slow to find his true vocation, and
he was close on thirty before he began painting. His
brief life is full of romance and pathos.  Always of a fanatical
temper, and the son of a Lutheran pastor, Vincent began
to earn his living as assistant to an art-dealer, but soon
shocked his employers by his habit of quoting the Bible to
prospective purchasers and pouring forth paisionate ser-
mons if they showed signs of purchasing pictures which
he considered to be trivial and unworthy., For a few months
he was a schoolmaster in England, but in 1877 he returned
to Amsterdam, purposing to become a clergyman. He grew
impatient in the dry atmosphere of a theological college ;
and set out as a missionary to the mining district of Borinage,
in Belginm. Here his ardent sympathies with the hard-
ships of the workers soon got him into trouble with the
authorities ; he’ pave away all that he had with reckless
generosity, and nearly starving himself, he began to relieve
his emotions by drawing the eople he could not help or
comfort. Henceforward art Limed him, and though he
had no prospect of being able 1o support himself in this
way, he was encouraged to persevere, and entirely supported
by his brother Theo, who had a good position in Paris.
At first Van Gogh took Millet for his model, but afrer he
had joined his brother at Paris in 1886 he wis influenced
by Pissarroand Seurat, and adhered to the neo-
icﬂ-:is of Eai.m:ing. Bat in adopting their palette and
technique Van Gogh showed his own individu:.[?ty by using
for the separation of colour, not points or patches, but fine
lines of pigment, lines whipped on with extraordinary

nervous force and passion. His colour touches are so alive

Impressionist
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that they have not inaptly been described as * wriggling
little snakes.” His portrait of himself with a beard (see
F;ge 581) shows his style of painting soon after he had
earnt the secrets of Impressionism, and also reveals his own
peculiar character. Van Gogh was nor the inventor of a

“LANDSCAFE WITH BRIDGE"” BY PAUL CEZANNE.

Comvincing in its quiet beaniy and troth, this placid river-scene shows Cétanne st his

best a4 a landscape painter,  Irrelovant detals ane suppressed, and the essentials of the

sceng are presented with & vigear and simplicity which stamp the picture Indelitly on

our memaory. Even deprived of eoloor we feel the wetness of the water in which the
baiililings, trees, and sky are refectad.

new technique; but he rapidly developed a distinetive
style of his own, remarkable for its vehemence of atrack.
# He was the most passionate of painters, and the excra-
ordinary intensity of his vivid impressions may be likened
to our vision of things seen momentarily in the duration
of a lightning flash.”

From Paris Van Gogh went to Arles in the South of



588 THE OUTLINE OF ART

France, where he exposed himself to the risks of sunstroke
by frequently painting in blazing sunshine without any
head-covering. A curious incident made public the fact
that he was becoming abnormal. Teasing him for a present,
3 girl in a café once playfully said to him, * Well, if you
can’t give me anything else, give me one of your big ears.”
Shortly before Christmas this little waitress, whom the
artist admired, was horrified to receive a parcel which was
found to contain a freshly severed human ear. Van Gogh
was found in bed with his head bleeding and with raging
brain fever. Subsequently he was taken to an asylum, but
his portrait of himself with 2 cap on his head and a pipe in
his mouth (see page 5g0), painted after this hreaEdEwn,
proves that his hand had not lost its steadiness nor his eye
its power to see essentials with brilliant intensity.

In the summer of 1889 he was well enongh to leave
Arles, and after a short stay in Paris, his brother arranged
for him to live in the house of a doctor at Auvers-sur-Oise.
Van Gogh appeared to be in the best of health and gpirits,
and there is no doubt that he fought bravely against the
clouds which threatened his keen intellect. But the day -
came when he felt himself to be 2 doomed man, with nothing
but mental darkness ahead, and on July 28, 18g0, in a fit
of depression he shot himself fatally. " The fact that his
mind eventually became unhinged, so that some of the
pictures of his last years betray an abnormal vision, does
not invalidate the spK:ndid sanity of the bulk of Van Gogh's
productions. Technically Van Gogh got his modelling by
sweeping contours, instead of by a series of etty planes,
and so gave weight to objects, while cleanly preserving
their silhouettes as co-ordinated parts of a decorative
design. We are impressed by his strength, a5 we are by
that of Cézanne ; but it iz not Physical strength alone, but
also moral force. His colour is of a high order and pitch,
showing a fine sensibility for the splendour of pigment, but
Van Gogh was too seriously absorbed in life ap hu.m;nit}f

for his paintings ever to degenerate into mere decorations.
One of the pictures in which he most completely cx;rmad
himself was * The Prison Yard ™ (zee Page 591), in which
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he conjures up with forcible economy the tragic aspect of
these prisoners pacing their monotonons round, makes the
high walls eloquent of the impossibility of escape, and with-
out a touch of sentimentality contrives to express his com-
passionate pity for these dregs of humanity who are yet
“ men and brothers.”

§z

Paul Gauguin (1848-1903) also learnt painting from
Camille Pissarro, whose style he copied closely in his early
work, but at heart he was never a Realist. His father was
a Breton, but his mother was a Peruvian Creole, and a
passion for the Tropics was in his blood. As a boy he ran
away and went to sea, but after several voyages in various

arts of the world he returned to Paris and entered business
ife. One day in a shop window he saw some pictures
which brought back memories of the light and colour he
had seen in the Tropics; he made inquiries as to the
authors, and so became acquainted with Pissarro.  Gauguin
was thirty at this time, and though he began painting now
as an amatenr, it was not till two years later, in 1880, that
he began to exhibit, and another year passed before he
decided to give all his time to art. Gauguin soon broke
away from the dogmas of the neo-Impressionists, though
his debt to them is confessed in the splendour of his colour
—and for a time he was influenced by Cézanne, this in-
fluence showing itself in a tendency towards simplification.
Gauguin made certain innovations of his own, he deliber-
ately simplified forms and reintroduced the fashion of
binding them with heavy dark outlines, and while his style
grew more decorative his subjects became more imaginative,

In one of his letters Van Gogh records that while Gauguin
was living with him at Arles he (Van Gogh) was for a while
% Jed into working from imagination.”

The association of Gauguin and Van Gogh was un-
fortunate, for their aims and temperaments were too
distinet to mingle with ease. Van Gogh was all humility,
Gauguin was proud and haughty, and though the warm-
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hearted Dutchman venerated his friend, the latter’s cold
cynicism often got on his nerves and contributed to his
depression. Van Gogh wanted to devote his life to suffes-
ing humanity ; Gauguin wanted to forget the suffering
and dwell in an “enchanted land.” After Van Gogh’s
mental collapse at Arles, Gauguin went to Brittany and
established himself at Pont Aven, where he found * big,
simple mortals and an unspoilt Nature,” But even rural
France was too sophisticated for a man whose romantic
temperament fnundP its ideal among the unspoilt barbarians
of the Pacific, In 1891 Gauguin sailed for Tahiti, where
he fulfilled his intention to paint a primitive folk in a
primitive style. Admitting the technical interest and
decorative merit of Gauguin's Brittany pictures, it remains
doubtful whether he would have been so great a figure in

modern art had he not, like R, 1.. Stevenson, been fascinated

by the life and manners of the Kanakas, His Tahitian
pictures with their exotic subjects made a wide appeal to
the popular imagination, though they did not become
generally known till after the artist’s death in 1903. But if
he complained bitterly at the lack of purchasers for his
pictures, Gauguin delighted in his new home, and never
regretted having left Europe. * 1 haye escaped everything
that is artificial, conventional, customary, I am entern

into truth, into Nature.” Nevertheless he idealized the
Nature he found in the Pacific; he dwelt in a land of
dreams and his Jaictures were charming eonventions. When
a literary friend in Paris quarrelled with his ideal, Gauguin
replied : “* Your civilisation is your disease, my barbarism
is my restoration to health.”

In the closing years of the ninete
Gauguin appearcd to Paris, not only
new style of Eicture, but also a3 the protagonist of a new
mental attitude towards life and arr,  Ag that period there
was a certain lassitude among the highly cultured, cxpressed
by the term fin de sidele—and it was not difficult to make
out a case for regarding modern civilisation as a discase,
There is much in city life that is Tepugnant to some tem-
peraments, and the yearning for simplicity among artists

enth century, then,
as the inventor of a
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had its parallel in the * back-to-the-land ” movement in
politics. The argument put forward by a new generation
of artists was this: “ If modern life is diseased, modern
art must be diseased also. We can only restore art to health
? starting it afresh like children or savages.” Thus began
the reaction against the complexity of neo-Impressionist

Photo ; E. Druei.
“LANDSCAVE IN PROVENCE" BY PAUL CHZANNE
This essentially naturalistic pamting of & acens in Southern Framce

of Cubiksm, Eor in his desire to give an efect of solidity and sbatan,
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Lo bonges and lawd,
ves lnfo angles.

painting, and this movement, chiefly influenced by the
example of Gauguin, gave birth 1o 2 group of painters
known in Paris as the fouver (ie. “ihe wild beasts ™),
This Fauviste movement was an extreme emotional re-
action against the cold intellectna) tendencies of hyper-
scientific painting. In so far ag these “ wild-beast
painters sought to make painting simpler and less com-
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plicated, it may be argued that they were moving in a right
direction. A similar reaction in England, fifty years earlier,
had led Holman Hunt and Millais to go back to the painters
before Raphael for qualities of line and colour which they
thought desirable. But the French painters, in their rage
against civilisation, went much further back: one by one
all the Old Masters were swept away by revolutionaries who
sought inspiration from the rodimentary art of savages
and barbarians. Forcible, childlike scrawls began to
appear in Paris exhibitions, and these paintings were based
not so much on any new view of Nature as on the savage
art of Polynesia and Central Africa. The rough-hewn
intensity of negro carvings excited jaded minds which were
satiated with the plastic perfection of the sculpture of
Michael Angelo.

The passion for simplicity and the desire to secure a
maximum of expression with a minimum of means—which
are the chief virtues of the Fauves—are found in the
highest degree in the work of Henri Matisse, who is gtn:raII}'
regarded as the leading exponent of this school. Born in
the North of France in 186G, Matisse as a young man made
a great reputation among connoisseurs by the extraordinary
power of his drawing. Beginning as an almost academic
draughtsman, influenced at first by Impressionism and then
by Gauguin, painting landscapes, figures, and still-life, the
art of Matisse has passed through a number of phases, each
of which has had offshoots in a band of imitators. If
Gaunguin has been the most lasting influence, Matisse is
in no sense an imitator of this master. Though he retained
the high-keyed Impressionist palette of bright, clean
colours, Marisse abandoned the mosaic method of painting,
using a sweeping brush and large planes of colour to fill
in the masses of what are essentially linear designs. Many
of his drawings are wonderful in their summary expression
of form and movement, but while in his pictures we admire
the masterly sureness and simplicity of his drawing, we are
nften bewildered by his wilful distortion of natural form.

One of his defenders has sought to explain that Matisse
exaggerates deformity in a model by a temperamental
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necessity which pushes him to affirm a truth without
discretion to the point of paradox. Most people will find
it difficult to accept a passion for realism as a reasonable
explanation why an artist should present the calf of a leg as
having a greater circumference than a thigh! On the other
hand, decorative intent is patent in all the pictures of
Matisse, and we frequently find that distortions of form
are used to help and emphasise the rhythm and equilibrium
of the linear pattern ; accordingly it seems more reasonable
to conclude that these distortions are wilful, not accidental,
and that the painter subordinates natural representation to
formal design, and desires us to admire his pictures, not
because they are “true,” but because he has created s
pattern of line and ecolour which should appeal to pure
a&sthetic sensibilities. Matisze is hismrir_ally important,
therefore, as a pioneer of the doctrine that mere actuality
is unimportant to pictorial art. He may also be regarded
as the introducer of “shock tactics™ into art. Even if
we dislike his pictures, we find it difficult to forget them,
because they make so forcible an impact on our vision.
His * Head of 3 Woman * (see nex: page) is an example of
the powerful effect he achieves with the utmost simplicity
and economy of means.

§3

If we look at the southern landscape by Cézanne on
page 591_, we shall perceive that in his desire 1o make the
objects mk‘mhd and enduring the artist has sharpened
some curves into angles and emphasised cubic forms. This
method of expressing the volume of objects was seen to be
powerful and effective, and was seized upon by certain of
the Fauves, who, desirous above all things of being forcible
elaborated their discovery into 2 dogma. Further th:]:
supported their practicer{;_v 3 specious theory base:lﬂ: on a
smattering of science. We have seen how at the beginning
of the present -,:cnturydthtrc Wwas a craze for the Primitive
among a certain section of artists, These young men
picked up from mineralogists the idea that the crystal was
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Leadsr of & movement to simplity modern painting, M. Matisse in this striking picture
mmammﬂduiﬁmndeomEﬂmm‘ A few heavy lines are sufficient
to express a face which, whether we like it or not, we shall not sssily forget.
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the primitive form of all things. A SLTANge Dew test was
applied to pictures : Did they or did they not show evidence
of “crystallisation™? A phrase torn from a scientific
handbook was adopted as an @sthetic watchword :

All secondary forms arise from the decrement of particles fram the
edges and anples of these primitive forms.

Therefore to restore natpral objects and human beings
to their * primitive " forms, it was necessary to eliminate
all curved lines and to reconstruct forms and faces in their
“ primary ” form, octahedron, dodecahedron, six-sided
prism, or whatever other geometrical figure might be most
suitable. Among the earliest pictures embodying this new
doctrine were landscapes in which meadows were crumpled
u]-i: into crisp, candy-like masses, and marines in which all
the waves had a sharp edge. These pictures were the work
of a young Frenchman named Georges Bracque; and it is
still 3 matter for considerable argument whether Bracque
or the Spanish artist Pablo Picasso is to be regarded as the
true founder of Cubism.

Picasso was born at Malaga in 1881, and appeared in
Paris about the end of the nineteenth century as an accom-
plished and masterly dranghtsman. His early work
“ Mother and Child ” (see page 603) shows the normali
of his art and his genuine gifts before he attached himself
definitely to the Fauviste movement. Possessed of the
quick and fertile brain of an inventive engineer, Picasso
poured forth in quick succession a number of paintings of
startling novelty in a variety of styles before he reached the
mode lfut is mow known as Cubism. On his practice, the
outcome of a restless search for novelty of effect and of
tireles: experiments in pPattern-making, others byilt up a
new pseudo-philosophy of art. As 5 theory Cubism was
based nn two dogmatic assertions and a fallacious conclusion.
Tt was rgued :

(1) Strength is Beauty,
(2) A straight line is stronger than a curyed line.

It is hardly necessary 1o point out how faulty are both
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these contentions, for in the first place nothing is more
beautiful or weaker than a flower, and in the second it is a
commonplace of construction that an arch is stronger than
a horizontal on two perpendiculars. Nevertheless, blind
to the error of their major and minor premise, the Cubists
with a parade of logic proceeded to the conclusion that a
painting wholly composed of straight lines is stronger and
therefore more beautiful than a painting containing curved
lines. Picasso’s “ Head of a Lady in a Mantilla® (see
next page) illustrates the first phase of Cubism, in which
the human body is cut up into geometrical forms. Itis a
% crystallisation ™ of a human head, which looks less like 2
painting than a wood-carving executed by a savage with 2
blunt instrument, yet once our eyes have grown accus-
tomed to the strange barbarism of the technique we have
to acknowledge that this head is not altogether wanting
in expression.

The first phase of Cubism is simple in comparison with
the second, for if the first consisted in cutting up natural
objects into geometrical shapes, the second consisted in
shuffling the pieces. This curious development, with
which the name of Picasso is chiefly associated, professed
to show, not merely one aspect of objects, but a number
of sectional aspects seen from different standpeints and
arbitrarily grouped together in one composition. By this
method the painting of a simple object like a teacup is
transfigured into an unrecognisable fugue—consisting of
fragments of the cup as seen from above, from the sides,
and, as held up in the air, from below. These ingenious
conglomerations, professing to give us “the greater
reality ”’ of things seen, leave us as bewildered, confused,
and uninformed as a metaphysician’s analysis of truth and
error. As an example of the second phase of Cubism we
give Picasso’s * Portrait of M. Kahnweiler ™ (see page 6o1),
in which all we can recognise are fragmentary frontal
aspects of his waistcoat (with watch-chain), left eye, left
ear, and one side of his nose drowned in a chaotic sea of
various aspects of receipt-files and other unrecognisable
objects. Thus a movement which originated in an attempt
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to secure a primitive simplicity was led astray by false
doctrines, till it finally wandcret:[v into a blind alley of com-
plexity, for the complications of neo-Impressionist painting
were child’s play in comparison with the entanglements of
the puzzle-pictures of the later Cubists,

Following upon the distortions of M, Matisse and the
strange pictures of the Cubists, in which the facts of vision
were either ignored or so juggled with that they became
incomprehensible, it is pot surprising that yet another
school of painters arose who abandoned representation as
an indispensable element in picture-making and argued that
painting should be as free as music 1o give emotional
pleasure without any appeal to association of material ideas,
This claim that painting should be abstract, and not concern
1tself with the concrete, was argued by the Polish artist
Wassily Kandinsky, working at Munich in 1914, more con-
vincingly in his book The A7 of Spiritual Harmony than in
his kaleidoscopic pictures, [n theory it seems plansible
enough that if a musician is free to weave melodies without
reference to natural sounds, a painter should be free to
construct compositions without reference to natural forms,
It is also true that the emotional pleasure we derive from
the stained-glass windows of ag old cathedral does not
depend on the subject painted, We sre enchanted with
the radiant beauty of the pattern of colour, So furso good,
but now cames the point that no artist living o1 dead has
yet succeeded in convincing the world that these stained-
glass windows wonld give us any keener or purer emotional
pleasure if they had no subject, or been able himself to
produce an abstract painting more bezutiful in colour and
pattern than paintings based on concrete forms,

Kandinsky, however, went z step further, and claimed
that his abstract paintings were not mere dr&amapntttms,
but had 2 meaning for the initiated in thag they were based
on the psychological effect on the abserver of various lines
and colours. But these effects are by no means definite]
established, they are still 4 subject for speculation and i
they are fixed by the common consent of mankind; experi-
ments in the * art of spiritual h:rmnny * must necessarily
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be uncertain and inconclusive. Indeed, in Kandinsky's
own ** Compasitions —as his abstract paintings are entitled
—outward and visible signs alone give us a clue to the
inward and spiritual meaning, and it is by discerning faint
traces of a gun-carriage, a puff of smoke, and falling houses
in one of his pre-War pictures, painted in 1913, that we

Phato © Emmait. : i T

A LADY AND HER DOG* By GIACOMD BALLA
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obtain a sense of that “ clash and conflict of ideas in the
spiritual world » that the painting is said to EXpress.

The sectional representation of divers aspects of different
objects was developed, with ap added emphasis on the
expression of movement, by the group of Italian Daintens
known as the “ Futurists.” " Futurism was a literary as well
4 an artistic movement, and it was largely 2 protest against
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the tyranny of the past on the part of ardent nationalists,
who resented that the present achievements of their country
should be obscured by the glory of its past. The leader
of the movement was a writer, Signor Marinetti, and his
skilled pen justified the extraordinary practices of his artist
friends by sonorous phrases. A pictorial record of the
commonplace fact that the seat of a chair is visible after
the sitter has got up and walked away, was majestically
alluded to as an example of ** the plastic interpenetration of
matter.” As regards colour, the Futurists accepted the
divisionism and complementarism of the neo-Impressionists,
but in the rendering of form they sought to introduce new
principles : * Universal dynamism must be rendered in
painting as a dynamic sensation ; movement and light
destroy the materiality of bodies” An amusing example
of the * dynamic decomposition of matter” is Giacomo
Balla’s painting ** A Lady and her Dog ™ (see opposite page),
which may be regarded as a synthesis of rapid-motion
photography. A multiplicity of paws and tails indicates
that the animal is trotting with wagging tail, four ghostly
chains suggest the whirling of his lead, and an army of
shoes presents the movement of his owner’s feet. In con-
centrating their endeavours on the expression of movement,
the Futurists attempted to convert painting from an art
aof space to an art of time. Their daring experiments have
produced few pictures likely to stand the test of time, but
possibly an exception may be made for Signor Balla’
“ Centrifugal Force.” This painting of revolving spheres
shooting forth golden sparks into an azure void was not
only decorative in design and colour, but also nobly ex-
pressive of the Force that shoots metcorolites through the
universe. An abstract painting that succeeds in expressing
an abstract idea is clearly legitimate art, but pictures of
this calibre are unfortunately the exception among abstract
paintings.

Nevertheless it would be wrong to assert that the
experiments of the modern extremists in ainting have
been wholly valueless. Technicilly they Eav: widened
the horizon of painting and opened the road to a new
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Realism in which the firm structure and rigid design of the
Cubists can be combined with a truth and beauty of colour
derived from the Impressionists. Psychologically their
work is of profound interest to every student of history.
Coming events cast their shadow before them on the field
of art. The patient reader who has followed this history
thus far will have observed the increasing endeavour on
the part of painters to give an expression of Strength.
In examining their works he will have noticed that, how-
ever greatly they may vary in their aspects and styles,
nearly all of them contain an element of Violence. These
Fauviste, Cubist, and Futurist paintings never soothe us to
rest ; they aim at galvanising us into action. All of them
must be regarded as symptoms, as expressions in art of the
unrest, agitation, and suppressed violence seething sub-
terraneously in Europe prior to the outbreak of the Great
War. The effect of the War on art will be considered in
the next chapter, but long before August 1914 premonitions

of the coming hostilities were given in the tumult of modern
painting.



XXV
ART DURING THE GREAT WAR

A SURVEY OF THE WORK OF OFFICIAL WAR ARTISTS AND OTHERS

1

T was shown in the last chapter how at the beginning

of the present century the art world was deluged
with theories and * izms,” while several of the pictures
illustrated afforded evidence that a sinister violence and
subterranean unrest became manifest in European painting
before it exploded in European politics and precipitated a
great war. On the Continent—and to a slighter extent in
England also— the “ wild-men ” of painting had betrayed
in form and colour that spirit of merciless aggression which
eventually provoked Armageddon. The principal British
contribution to the extreme left of modern painting was
a development of Cubism known as “ Vorticism,” and it is
not altogether without significance that the leader of this
movement, Mr. P. Wyndham Lewis, should have begun in
the early spring of 1914 a series of abstract paintings with
titles taken from military textbooks. His * Plan of Cam-
paign 7 (see page 611), exhibited at London in June 1914,
was based not on any vision of landscape and figures, but
on such a diagram of a battle disposition as we may find in
any history bock. The parallel ?inea and blocks stand for
the divisions of contending forces, and the heavy blocks in
the upper right-hand corner are supposed to represent the
uteuﬁ:d left wing of one army outflanking and falling with
superior strength on the right wing of the other army.
T”Eis is the “ plan of campaign.” Here again we have a
curious premonition of the War expressed in paint. The
case of Mr. Wyndham Lewis typifies the general effect the
War had on art. When a student at the Slade Schoo)

tay
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Mr. Lewis made himself remarked by the uncommon power
of his drawing. Caught up in the vortex which swept so0
many ambitious young artists into the whirlpool of * ab-
stract painting,” because of their desire to attain noveley
at all costs, Mr. Lewis was led in the years immediately
preceding the War to paint * abstract ictures, incom-
prehensible to the multitude and difficult for even the
initiated to understand. Then in 1918, after two years’
experience with the heavy artillery in France, he returned
to London and returned to realism. *“ The Gun Pit,”
which he painted for the Canadian War Memorials, was no
abstract picture, but a perfectly comprehensible painting
based on vision, on his remembered experience with the
big guns and of the big-built men who worked them.

The chief effect of the War on painting, therefore, was
to bring about a return to realism, but it was a new realism
modified, as we shall ses, by certain principles derived from
movements which, in themselves, appeared to be extrava-
gant. Not only did the War restore to sanity many of the
most promising of the younger artists, it also prepared the
public to accept and understand their works., Youthful
artists, who in peace-time might have waited till middle
age before their talent was recognised, became famous in a
year or two. The wall of prejudice was broken down by

the unparalleled upheaval of our normal world, so that
even conservative minds were ready to consider impartially
a new vision of new events. Further, though there was
no slackness on the part of the younger artists in joining
the colours, the artistic activity ‘of Grear Britain may be
said to have reached its zenith during the years of War,
Never before had so much afficial and State patronage been
given to British artists, never before did the British public
so clearly recognise that icture-making was not a mer:
pastime but an activity which had its own function and
purpose of uzefulness to humanity.

As early as 1914-15 the first public recognition of the
artist’s value to the State in war-time came in connection
with the recruiting campaign, “ Any for art’s sake ” was
dead and done with, bot in jis Place was substitated 2 new
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gospel of “ Art for the Idea’s sake.”  Art was recognised as
an element of education and social progress, because nothing
clse in the world could impress an idea so vividly and
lastingly on the human memory. During the first winter
and aPring of the War close on 2 hondred POSTErs were
commusioned from various artists by the Parliamentary
Recruiting Committee, and 2,500,000 copies of these
posters were distributed throughout the United Kingdom.
In addition to these official posters, generous contributions
were made to the campaign by several private firms. The
recruiting posters issued by the London Electric Railways
will be long remembered for their efficiency and artistic
qualities, notably Mr. Brangwyn's “ Remember Belgium "
(see page 617) and Mr. G. Spencer Pryse’s “ The Only
Road for an Englishman " (see page 614). Later the use
as a poster during the War Savings Campaign of a repro-
duction of Whistler’s portrait of his Mother (see page 542)
—as a gentle reminder that “ Old Age Must Come "—was
significant of a growing belief on the part of Authority that
the mast artistic picture can make the widest public appeal.

Simultaneounsly with the appearance of the recrmiting
posters on the {mardings, came the war cartoons in the
newspapers. It js impracticable to give a list of the British
artists who did excellent work in this direction—every
reader will remember notahle drawings,

Meanwhile what of painting It was said rather bitterly
in 1916 that * no visitor to the Rayal Academy would
know that there was a war on” [ may bhe admirted
frankly that the exhibitions in these years looked moch the
same as those in years of peace. Pictures of the War were
infrequent, and when present they were rarely successful.
The failure of the older artists 1o grapple with the sitnation
was neither surprising nor shameful. They did NoT possess
the requisite experience. Some endeavoured to be tapical,
and envisaged the War after their memory of Crimean
pictures, changing the uniforms into khaki but repeating
the old arrangements. But sword-waving officers, swagger-
ing cavalrymen, and neatly brushed infantry were no
longer convincing even to civilians. Standing before an
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Academy picture of a charge, 2 wounded New Zealander
was overheard to remark : “ That's absurd | one man with
a machine-gun would wipe out the lot.” New methods of
warfare demanded new methods of painting for their
efficient expression. The batde in art, as at the Front,
was for the young, and the first man to capture the imagina-
tion of London by his war pictures was a young artist
hitherto practically unknown.

§2

Before the War Mr. Christopher R. W. Nevinson was
only known to the few as a young artist of promise. After
studying at the Slade School of Art, he had formed ties of
friendship in Paris with the Ttalian artist Gino Severini,
and so had become influenced by Futurism. He was also
interested in Cubism, and though he never definitely
adhered to *Vorticism,” he exhibited once with Mz,
Wyndham Lewis, Mr. Edward Wadsworth, Mr. William
Roberts, and other Vorticists. During the carly stages of
the War Mr. Nevinson was driving a motor-ambulance
behind the Belgian Front, and being invalided with
rheamatic fever early in 1915 he was able to resume paintin
during his convalescence.” Thus he was practically the first
artist who had the opportunity to exhibir in London
pictures of the War based on personal experience of the
realities of modern fighting, It was in the spring of 1915
that Mr. Nevinson showed his first three war pictures in
the exhibition of the London Group at the Goupil Gallery,
and though these betrayed Futurist and Cubist influence,
they were perfectly intelligible as illustrations of actual
incidents.

Dr. Johnson maintained that there was some good to be
got out of every bock, and similarly it may be argued that
there is some good to be got out of every artistic theory.
It was the peculiar distinction of Mr. Nevinson to leave
aside all the extravagances of Futurism and Cubism, and
snatch from them the two things which helped him to
render realistically a new world in a new way. The particu-
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lar good thing in the work of the Italian Furturists was
their successful suggestion of movement. By a generous
use of slanting lines in the composition, Mr. Nevinson
gave a vivid sense of movement and life to his early painting
* Returning to the Trenches.” His French soldiers, with

acks on their backs, their bodies and rifles sloping in the

irection in which they were marching, were not portrayed
as they would be shown in a photograph : the aim here
was not to portray a group of individual soldiers, but to
express the onward rush of an advancing army, and this
impression was vividly and irresistibly conveyed. Further,
the use of straight lines and avoidance of curves—character-
istics derived from Cubism—suggested that the movement
was that of a vast machine rather than of a collection of
human beings.

The distingnished art critic, Mr. A. Clutton Brock, has
pointed out in one of his essays that for fifty years or more
a belief has been growing on us that man is a machine and
*should be conscious of the fact that he is one,” The
popular play * R.U.R.” was an expression of this conscious-
ness in dramatic form ; in painting it was confessed by the
Cubist method which, as Mr. Clutton Brock has said,

does express, in the most direct way, the sense that in war man behaves
like a machine or part of 2 machine, that war is a process in which man
i not treated as a human being but as an item in a great instrument of
destruction, in which he ceases to be a persan and is lost in a process,
The cubist method, with its repetition and sharp distinction of planes,
expresses this sense of a mechamical process better than any other way of
mprﬁenutmn.

Familiarity with the working of the * war-machine”
prepared the mind of the public to accept that vision of
the world as a complicated piece of mechanism which is
the essence both of Cubism and Futurism. The War
offered to the Cubists one of the few subjects which their
technique was fitted to express, and the marvel is that this
opportunity, missed by the French and Italian inventors
of the new method, was seized upon with conspicuous
success by 2 handful of almest unknown British artists,

From the first Mr. Nevinson stood out from all previous
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painters of war by reason of his power in suggesting move-
ment, and the implication in his pictures that modern war
was not the affair of human individuals, but the creaking
progress of a complicated machine. His remarkable pa‘ni-
ing of the interior of a hospital, “ La Patrie ™ (see page below),
now the property of Mr. Arnold Bennett, is tragical in its
intensity, but it is the tragedy of antomata crushed and

Repeoduced by permiznon of the Arnist,

LA PATRIE," BY C. . W. NEVINSON

An intensely tragic vision of "' the brokes the war-machine "™ The mestmert of

the fgures shows & modified use of nhist ithidd, which i belpful here 38 an

Indication that ** war i8 a process in which man is oot treated 23 a human being but
as an ilemn io a great stroment of destroction.,””

mangled in the revolutions of a pitiless machine. Other
artists have painted the interiors of base-hospitals, pictures
of men bandaged but smiling, and attended by a bevy of
comely nurses, so that the spectator might imapine it was
rather pleasant than otherwise to be wounded : but Mr.
Nevinson permits no falsifying of the facts: he shows us the
reality of the thing, the broken débris of the war-machine
the pain and the snffering and, above all, the rf:];ariw;
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insignificance of the individual pawn in this mighty war-
.

gg'FII.l‘lfue versatility of Mr. Nevinson and the wa‘{ in which
he alters his style to suit his subject is seen in © Group of
Soldiers ” (see page 618). The great truth about the
English * Tommy ™ after 1915 was that he was the British
working-man in disguise, and here with unerring accuracy
Mr. Nevinson has penetrated to the man behind the
uniform, and unveiled the man of toil, the unit of the
machine. Some have demurred that in the foremost
figures the hands are exagperated but, while the point is
open to debate, a slight exaggeration is permissible as
emphasising the fact that these men belong to the horny-
handed class. 1In this group, where there is no movement
to be registered, Futurist devices would be out of place
and they are avoided, but there is still a faint trace of
Cubism in the definite angles of the simple modelling, and
this helps to give a monumental sense of strength and
doggedness to the sturdy figures.

In landscape, as weﬁ as in his figure paintings, Mr.
Nevinson contrived to get at the reality behind the thing
secen. “‘The Road from Arras 1o Bapaume " (see page
6og) is neither impressionistic nor photographic, bur it
gives the essential truth of a scene acutely remembered,
All the inessential details have been suppressed, with the
result that the main recollections of the truth—the white,
switchback track of Roman straightness, the lo ped-down
tree-trunks, the stream of moving traffic, and IE-: limit]ess
expanse—are recorded with increased strength and in-
tensity. This is one of Mr. Nevinson’s later war-pictures,
and while he no doubt enjoyed greater facilities and
privileges when he returned to Frange in July 1917 as an
*“ official artist ” than he had done i 1914~15 as a motor-
mechanic, the essential qualities in his pictures remained
the same. His reputation was made with the earlier
pictures, in which the mannerisms were most marked ; ir
the later works these mannerisms were pruned to 2 vanish-

ing point, and realities were stated without any serious loss
in strength and with increased clarity.
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It is no wonder that the war-pictures of Mr. Nevinson
took London by storm in the early days of the War. He
was the first to show the grim inner realities of modern
fighting, and others who dealt only with appearances
seemed in comparison remote from the heart of the subject.
When other young artists were released from the fighting
line, a new series of visions of men as automata expressed
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the new outlook of 4 new generation, but their work did
not begin to appear in exhibirions till nearing the time of
the Armistice 1n 118,

The first serious rival to Mr. Nevinson appeared in
April 1916, when a large painting, “ The Kenzingtons at
Laventic " (see page 624), by Mr. Eric H. Kennington,
was exhibited in Regent Street. Mr. Kennington, a young
painter of promise in whom Mr. William Nicholson had
taken an interest, was an artist of quite another type. He
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was untouched by the most modern movements, except
that he had a leaning towards simplicity of drawing and
emphasis of design : this and a knowledge of the War from
within was all he had in common with Mr. Nevinson,
After only three months’ training in England as a Territorial,
Private Kennington went to France at the beginning of
November 1914 with the 13th Battalion of the London
Regiment (“ The Kensingtons ). He returned to England
in 1915, when he was discharged unfit for further service,
and then began to paint this great picture of a typical
moment in the life at the Front during the terrible winter
of 1914-15. The moment chosen for representation in this
picture was when his platoon, after serving for four da
and nights in the fire trenches, enduring the piercing cold
of twenty degrees of frost and almost continuons snow, had
at last been relieved. The men have emerged from the
communication trench terminating in a ruined farmyard,
and are forming up along the ruined village street. Each
figure in the picture is an actual portrait, and the artist
has given the following description of his work -

Corporal J. Kealey is about to give the order * Fal| in; No. 7 Platoon.**

« « - In the first four—reading from right 1o left—are Pte. Slade, resting
with both hands on h"". rifle ; Lc:.—CpL Wilson, Pte. Guy, and Pre,
McCafferty, who is turning to look at the other men falling in behind.
+ « . On the extreme left 1 Pee. H. Briseal. « « » Directly behind Pre.
Cuy are two men in waterproof sheets : Pre. Kennington [the artist
in 2 bine trench helmet and Pre, W, Hirvey. . . . On the ground ix
Pte. A. Todd. . , . He has fallen exhausted by continual sickness, hard
work, lack of sleep, long hours of * standing-to,” and observing.
This picture shows quite anather 1

is a stately presentation of human end
h:mlfm of the rank and file. The deadliest enemy here is
the piercing cold, which seems to pervade the whole picture,
Apart fr_m:n its human emational appeal, this large picture
—in which t.}:n_t ﬁgl}rﬁ. are two-thirds life-gjzp esses a
r technical interest in that it i Painted on glass

e advantage of this method is that the Pigment is her-
metically sealed, and so long as the thick plate-glass endures
unbroken the colour of the surface will remain for Centuries
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ai fresh a5 on the day when it was painted. The technical
difficultics, however, will be apparent even to laymen when
it is realised that in order to use this method the whole
picture has to be painted backward. Not only has the
subject to be reversed on the other side of the glass, but
the process of painting has to be reversed also: the upper
touches, which on a canvas would have been the last, must
be laid first on the glass, and what would have been the
first brush-stroke on a canvas must be put on the glass last.
Locking at the apparent ease with which the whole picture
has been painted, and remembering the infinite dignﬂtics
of the method employed, * The Kensingtons at Laventie ”
must be pronounced a great technical achievement as well
as a noble memorial of British fortitude.

§3

* Often,"” says a character in one of Sudermann’s novels,
* Art leads us astray because she has deliberatel tried to
reflect something quite different from the spirit of her time."
Many visitors to the Royal Academy and other exhibitions
in 1915 and 1916 felt vaguely that the pictures they saw
there were leading them astray.  Mr. Kennington’s plcture
and the paintings of Mr. Nevinson acted o them differ-
ently, because these seemed truer to the spirit of the time.
The outworn conventions of the older artists seemed power-
less to convey an adequate expression of the clash of the
world conflict, and possibly it was the general failure of
well-known and eminent painters to deal with the War that
led the British Government to select a black-and-
artist as the first * Official Arvier.” [y addition to the
useful propaganda work accomplished by poster-artists and
cartoonists, it was felt that the nation should possess per-
manent records of typical scenes and episodes in the greatest
war the world h:d_:ver known. The outcome of this
feeling was the appointment in August 1916 of Mr. Muir-
head Bone as an official artist on the Western Front., The
appointment was eminently appro riate, for Mr, Bone’s
known ability to make memorable esigns from scaffolding

white
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and the demolition of buildings argued that he was the right
man to depict the havoc of war.

Born at Glasgow in 1867, Mr. Muirhead Bone came to
London in 1901, and was a prominent member of the New
English Art Club long before the War. His masterdy
et:ﬁ'mgs and drawings of architectural subjects have long
been highly prized by connoisseurs. In 1915-16 Mr. Bone
had devoted much of his time to the interpretation of British
war industries, sketching * The Building of a Liner,” * The
Yards on the Clyde,” and similar subjects. After his new
appointment the regular publication in parts, from the
Jﬁe of Country Life, of reproductions of Mr. Bone's
drawings made on the Western Front, opened a new era in
the pictorial treatment of the War. Drawings like the
“ Sketch in Albert ™" (sec page 619) show with what economy
and distinction Mr, Bone achieved his task of presenting
with pictorial dignity and actunal truth the aspect of ravaged
buildings and wasted landscape. Though Mr. Bone's
reputation was made before the War, these portfolios
increased his admirers a hundredfold, and the unexpected
populari and wide demand for his books of sketches soon
convinced the anthorities that there was room and to spare
for other official artists,
~ In April 1917 Mr. James McBey, another Scottish artist,
born in Aberdeenshire in 1883, who was akin in style to
Mr. Bone, and also chiefly known for his etchings and
drawings, was appointed the Official Artist for Egypt and
Palestine. The same month Sir William Orpen, RA,,
was sent to France as an official artist. A large collection
of the paintings he made there was freely presented by the
artist to the nation and may be seen in IE{: Imperial War
Musenm,

§ 4

Some two months after these last appointments, a small
collection of water-colours of * The Ypres Salient ™ was
exhibited at the Goupil Gallery. They were the work of
a young soldier, Mr. Paul Nash, who then was practically
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unknown, though he and his brother John Nash had already
exhibited ar the New English Art Club water-colours which
had attracted attention among connoisseurs by reason of
their unsophisticated simplicity and naive charm, Though
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" THE KENSINGTONS AT LAY ENTIE,"

BY ERIC H. KENNINGTON,

This picture presents a typical moment in tho
of 1gpte—ty.  After enduning zo degrees of {1
these Terniorials have been relievod and a
the communication tremch. Each Rgure i

life &t the Froat during the terrible winter
st in the trenches for four days und nights,
e RO formEng up in u g farmyard outvide
B the pictire i3 an actug) POTITAIE feea page B17),

enthusiastically welcomed by some of the leading art-
critics, Mr. Nash’s first exhibition Passed almost unnoticed
by the public, but a second exhibition of hig war-drawin

held later at the Leicester Galleries, aroused wides reﬁf’
interest, and the publication by Country Life of a bDI;E of
his water-colours established his réputation as an original
artist who had and conld ExXpress poignantly his awn .r.-rig:sian
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of the War. In the intreduction to this volume of repro-
ductions, Capt. C. E. Montague wrote :

In drawing strange places so strangely Mr. Nash contrives to bring
back to the mind the strange things felt by men who were there at
moments of stress.  One does not see with the eves alane, but with brain
and nerves too, and if these are worked upon in unusual ways, then the
messages brought in by the little waves of light that break on delicate
thores in the eye are changed—some may say disturbed or blurred ;
others may say refined into an uncommon rightness, not to be had at
other times. 1f an artist succeeds in expreming effects of such changes,

his work may well delight some of those who have felt the changes go on
m themselves,

A picture like ** Sunrise ~ Inverness Copse " (see receding
page) may not be *“ true "’ as the camera sees truth ; but it
is true to the memory of a nerve-racked fighting-man.
Granted that it contain exaggerations, they are exapgera-
tions of significant clements in the scene. The lumps and
holes in the foreground are 3 pointed commentary on the
deeply pit-marked earth exposed to constant shelling, M.
P:;]; ash paints his subjects as seen by the mind's eye,
and the mind of man ever enlarges that which it has canse
to fear. A sensitive and emotional artist, Mr. N
in these water—colours not only what he has seen, but what
he has felt. As a landscape painter, what he felt most
deeply was the abomination of desolation caused by war.
Whereas Nevinson showed us soldiers as cogs in the war-
machine, Nash presented the Earth a5 » tortered and
violated entity. These two painters, the first realist, the
second imaginative, each formed and inspired by the Wﬂ!‘.
were the complement of each other, Nevinson showed
the complicated, man-driven machinery of war; Nash
its devastating cffects, Many other artists of great skill
and talent painted pictures of the War which were perhaps
more pleasant to lock upon; but nope exhibited its inner
ghastliness with more power, originality, and intensity of
feeling. By midsummer 1917 the best judges of modern
painting were convinced that the two men who had most
to say about the War in paint were C. R, W. Nevinson and
Paul Nash. Representations were made 1o the proper

azh paints
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.Ezp‘mdm'-’d iy permizsion of U Corforadion of Mancheskr

“ADVANCED DRESSING STATION ON THE STRUMA, 1g16,"
BY HENRY LAMB,

City Art Gallery. Manchester.

The artist, who served in Macedonia with the Hed Cross, shows another aspect of war in

this picture of a dressing station behind the firing-L Clear in every dstail, patural

yib delicately bolonced in desi the work =5 a w wonderfully sloguent of the

weariness and boredom felt in this gulet moment when the men are walting for the
wonnded to arrive.

authorities, with the resnlt that during the next few months
a new batch of * Official Artists ™ included Messrs. C. R. W,
Nevinson, Paul Nash, Eric Kennington, and Sir John
Lavery. As became his age and position, Sir John Lavery
—who was born at Belfast in 1857—was enlisted, so to
speak, for “ home service.” “ The Royal Naval Division,
Crystal Palace, 1916 ™ (see page 630) is an excellent example
of the war-pictures—charming in their delicate colour and
atmosphere—which Sir John was able to paint without
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crossing the seas. Happy in its Whistlerian impressionism,
in which Sir John is an adept, this picture is entirely worthy
of the reputation of one of our leading portrait Eamt:m,
but it is no new revelation either of the spirit of the times
or of the significance of war.

The artistic activity of Great Britain was at its height in
1917. In March the Imperial War Museum was instituted,
and during the summer the Canadian War Memorials Fund
was founded by Lord Beaverbrook and Lord Rothermere,
who, acting under competent expert advice, accumulated
a notable collection of pictures. When the collection was
exhibited at Burlington House, prior to its dispatch to
Canada, the work of the younger artists revealed to a
significant degree the new spirit that was abroad in art.
Nevinson and Nash were no longer alone ; other artists of
their own generation exhibited war-pictures in which
similar tendencies could be discerned. Conspicuous among
those who stressed the Cubist point of view, presenting
soldiers as automata and emphasising the mechanism of war,
were Messrs. P. Wyndham Lewis and William Roberts ;
still more numerous were those who adopted a post-Im-
pressionist simplication of statement, among the most
Emminnnt members of this school being the brothers

tanley and Gilbert Spencer, Messrs, Paul and John Nash,
and Mr. Henry Lamb. Pictures by all these artists and
many others were also acquired for the Imperial War
Mﬂﬁﬂm.

Mr. Henry Lamb, another member of the New English
Art Club who had attracted attention before the War by
his powers of drawin%and the emotiona
was a comparative late-comer; for having been formerly
a medical student he was fu.u:,r occupigd with Red Cross
work up to and following the Armistice. When he resumed
the brush, however, it was seen that he had taken notes
during his service in Macedonia, and his picture “ Advanced
Dressing Station on the Struma, 1916 » (see previous page)
now in the Manchester Art Gallery, is a notable contribn
tion tn the pictorial exposition of the psychology of war.
It is not the excitement or frenzy of fighting thar Mr

1 force in his pictores,



ART DURING THE GREAT WAR 629

Lamb shows us, but the boredom and dreariness of the
men who are waiting for unutterable things to happen.
Precisely drawn, wonderfully clear and simple in its design,
this painting depicts a quict moment in the campaigners’
life, a moment when the weariness of all concerned finds
abundant expression.

To deal with all the artists who painted war-pictures
between 1914 and 1918 is obviously if:ynnd the scope of
this chapter, and therefore the work of many eminent
painters—several of whom will be referred to subsequently
—must be passed over in silence for the moment. Turning
to a new subject does not necessarily change an artist’s
style, and it is the evolution of a new style rather than the
discovery of a new subject which vitally affects the history
of art. The number of Official Artists appointed was
evidence of the curious way in which the War persnaded
a “ Business Government ™ to treat art with more serious-
ness and consideration than it had yet received in Great
Britain. While many artists, like Sir John Lavery and
Mr. Muirhead Bone, continued their former style and
practice when engaged on these new subjects, other artists,
as we have seen, were fired by their experiences in the
trenches to the invention of new styles for the expression of
new emotions. This direct or indirect influence of the
War on art was not limited only to the artists who had
served abroad ; occasionally it made itself felr in the work
of the men who stayed at home.

The most remarkable war-picture in the Royal Academy
of 1918 had for its subject a London * Tube™ station
during an air raid. Mr. Walter Bayes’s great canvas ** The
Underworld * (see page 631) is a vigorous and haunting
painting which in its style approaches the new manner of
post-Impressionism. Designed as a mural decoration, the
picture shows an appropriate monumental treatment of
che alien figures who sprawl about the platform. The faces
are not English faces, but on occasions such as the artist
depicts London’s underworld was full of these types, Mr.
Bayes ably commemorates in their characteristic attitudes
and dishevelled conditdon the dreary languor of these
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semi-orientals waiting in safety for the * All clear ™ signal
which will tell them it is safe to return to the surfice of the
Metropolis. Mr. Walter Bayes, who is the Head of the
Westminster School of Art and a member of a well-known
family of artists, had long been known as a decorative
painter of great talent, but he had never previously produced
a painting so precious as 2 human document.

The public, as well as the technical expert, can appreciate
good drawing, attractive colour, and well-balanced design ;
but these things alone will not serve to capture its imagina-

s THE UNDERWDRLD,™ BY WALTER BAYES,
From the puntmg in the lorperial War Mussimn,

Ihis remarkable painting of & London ' tobe ** station during an air-raid was & con-

spicisons exhibit in the Royal Academy of 1918, Tt i5 at opee & tre kumen document of

 typical episode and agrandly planned decorative painting in which the alien fgpures nre
stated with monmental simplicity and grandeur.

tion. It demands rightly that a picture should contain an
idea or an emotion that can be clearly grasped. To some
artists—mostly of the younger generation—the War
afforded the most astounding experience they had ever
undergone, and, overwhelmed by it, they burst through
the barriers of school-taught orthodox painting to express
with a primitive ferocity the intensity of their own sensa-
tions. By placing on permanent record, mot only the
scenes caused but the emotions evoked by the War, they
have rendered services to both History and Art which
posterity will know how to value.



XXV
THE ART OF TO-DAY
FROM JOHN 8. SARGENT TO AUGUSTUS JOHN

By Franxk Rirren

£

HE art of to-day is a cosmopolitan business. Rapidity
of communications and the interchange of inter-
national ideas have broken down the old frontiers of thought,
so that while painters of various styles can now be found
in all civilised countries, the styles throughont the world
are very much alike, and it is difficult to make out a case for
any distinctive national art. If it be hazardous, however,
to assert that there exists at present a * British Schoal,”
distinct from the schools of painting in France, Spain, Italy,
and other countries, it may nevertheless be said with
sufficient confidence that to-day, in the words of Sir Robert
Witt, * British art stands second to none in the world,”
Writing nearly fifteen years ago, the late Sir Walter
Armstrong said : “ The Pre—RapEatﬁtc revolt is the last
great movement which really belongs to the history of
British Art. Those developments which haye taken place
since are more cosmopolitan than British, They have been
moves towards mimigiing our insular ideas to those of the
Continent, which, in painting, means the ideas of France
and Holland. B-ci.l::g moves in one direction, they have
had considerable similarity one with another, and it is
scarcely worth while to dwell much on the differences which
separate the neo-Scots schoal from thar of Newlyn, or both
from those franker disciples of Paris who have been sp greatly
encouraged by the genius of twao Americans, Whistler and
Sargent.”
L
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“DIANA OF THE UFLANDS" BY C. W. FURSE, A RA.
Tate Gallery, London.

This delightial open-akr portrait of the artist's wile—in which we can almost feel the wind
rweeping across the nplands—was ooe of the painter's last works and wias exhibited ap
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Mr. John Singer Sargent, R.A., who has becn perhaps
the greatest influence in portrait painting in our time, was
himself Paris-trained. Born at Florence in 1856, the son
of American parents —his father being a physician at
Boston, U.8.A. —Mr. Sargent was educated in Italy and
Germany, studied painting under Carolus Duran at Paris,
and finally settled in England during the ’cighties. In his
own person, therefore, Mr. Sargent represented in the most
marked manner the cosmopolitan experiences which EO tO
the making of a modern painter. A word may be said here
as to his master, Carolus Duran, who was born at Lille in
1837, for though this painter won the coveted Prix de
Rome and spent four years in Italy, he became the leading
French portrait painter of his time by reason of his later
study of Velazquez in Madrid. Carolus Duran, then, was
one of the pioneers who turned away the thought of his
contempararies and pupils from the Italian and Flemish
to the Spanish schools of painting, and his art, like that
of his still more famous pupil Mr. Sargent, is largély de-
rived from Velazquez. The English portraiture of the
eighteenth century, as has already been shown, was modelled
firstly on the practice of Van Dyck and secondly on that
of the Venetians; the new note introduced into portrait
pm;tm]? towards the middle of the nineteenth century,
and sti

dominant at the present day, is based on the work
of Velazquez and Goya.

While many have drawn inspiration from this common
source, the results obtained from following, in the main,
the Spanish tradition, have varied considerably according
to the individual temperaments of the artists. In Mr.
Sargent’s painting we see the irrepressible energy which
we associate with Transatlantic bosiness enterprise ; he was
a “hustler” in paint who swept us off our feet by the
amazing vivacity of his brushwork apd by the almost un-
canny actuality with which he set a living being before us,
A wvigorous dranghtsman, using fweeps of paint with
economic mastery, Mr. Sargent developed powers of
psychological penetration which made him supreme ino
the rendering of character. Some of his male portraits
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have been so merciless in their unmasking of the real minds
of his sitters that they have justified the amusing but apt
comment of * Mr. Dooley " :

* Stand there," he sez, * while I tear the ugly black heart out av ye.’

At the same time his “ Lord Ribblesdale ™ (see page 639)
proves how noble a rendering of human dignity the artist
can achieve when he is in complete sympathy with his
sitter, while his brilliant group of * Ena and Betty Wert-
heimer ” (see next page) is a masterpiece in which warm,
living beings are presented with perfect naturalness yet
with stately grandeur. The wonderful series of Wert-
heimer portraits, now in the National Gallery, is at once 2
revelation of the artist’s power in the expression of different
characters and a souvenir of his long association with the
astute and esteemed art-dealer who, from his earliest days,
stoutly affirmed his belief in the genius of Mr. Sargent.

Since he first exhibited at the Paris Salon in 1879, Mr.
Sargent’s career was one of 2 steady upward progress. It
was not till 1804 that he was elected an A.R.A., but before
this he had ::xg.u*bited with distinction both at the Academy
and at the New English Art Club, His early portraits
show traces of the influence of the Impressionists, but Mr.
Sargent’s connection with this school 15 less obvious in his
portraits than in his landscapes and water-colours,

In water-colour Mr. Sargent created a new and dis-
tinct style which had a great effect on his contem-
poraries. How skilfully he used it as a brilliant sketching
medium may be seen in * The Piazzerta, Venice " (page 637).
Here, like Manet, he saw “ no lines in Nature,” but built
up a vivid im ression of the scene before him by brilliant
touches of colour and strong contrasts of light and shade,
It is a broad, vigorous style which, despite its summariness,
gives a marvellous sense of actuality in the hands of a
master. Though pre-eminent as a portrait painter and as
a sketcher in water-colour, Mr. Sargent execnted notable
works in a variety of styles and media. He painted
important decorative works for public buildings in the
United States, and he also did some sculpture, notably
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his ** Crucifixion * for the Boston Library, U.S.A., a bronze
study for which may be seen in the Tate Gallery.

§z2

Glancing briefly at the number of British artists who
have attained eminence by the character and indiviulmlit}f

Copyrigh! resrved.
*THE FIAZEZETTA, VENICE,"” BY JOHN 5 SARGENT, R.A
Tate Gallery, London,

The intense realiem of this water-colour b best seen when it is observed from some ligtle

distance. It is & brilliant study of sunshine |'I:'|.}'Luf o goadolas, the blue-green wates

of the canal, and on the arcades of @ marble palace.  In its breadth, wigour, and wonderful

realisation of light and air, this rhnm':n'_!l';;tlg' watar-colonr isa masterpiece of hnpressionis
illnsionism,

of their work—a number so great that it excludes any
possibility of doing justice to them all within the space of
this chapter—it is not without significance to note how few
of them have received their training in the Royal Academy
schools. In recent years the most fruitful forcing-grounds
for British Art have been the Scottish schools and the
Slade Scheool in London; other painters of distinction
have come from the Royal College of Art in South Kensing-

ton or have received their training abroad,
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It has often been said that the rank of a living artist
can most fairly be gauged by the esteem in which he is
held by foreign countries. By this reckoning a high place
must be assigned to Mr. Frank Brangwyn, R.A., for few
British artists have been more féted than he on the Con-
tinent and in America, Paris, Munich, Vienna, Brussels,
Madrid, Holland, and Ttaly, all have showered honours
and distinctions on this artist. Born at Bruges in 1867, of
Welsh extraction, Mr. Brangwyn was from boyhood familiar
with the splendours of Flemish tapestry, and though he
first obtained notice by his power of drawing as an illus-
trator, his real bent has always been towards decorative art.
In his early boyhood he worked with William Morris,
executing designs for tapestries, etc.; but when he was
only sixteen he left Morris and went to sea, and the know-
ledge of shipping and seafaring life which he thus gained
stood him in good stead when he again returned to London
and the practice of art. All his most important early
pictures were of subjects he had seen at sea; among them
may be mentioned * Ashore ™ (18g0), * Burial at Sea * and
* Salvage ” (18g1), and * The Convict Ship » (1892). The
sturdy drawing, glowing colour, and spacious design in
these works marked out the decorative painter of the
future, though at this time the artist was earning his living
principally by seafaring drawings, executed for the Graphic
and other illustrated papers. In addition to his drawings
and paintings Mr. Brangwyn also devoted himself 1o etching,
and his plates of the working maritime life on the lower
reaches of the Thames were among the earliest of his works
to attain a E‘idc popularity,

Influenced to sume extent perhaps by the Bele:
and wulptoﬂl Eunst;min Mcuuﬁ:r }Elail s
vigorous art illustrated the industrial and minico i
L g];]l:ck Country " of Belgium, Mr, Br:uwgaiii ﬂ:uts:
his reputation as a painter by his unique gift of basing heroic
decorative designs on typical scenes and episodes of modern
industrialism. In 1895 his “ Trade on the Beach” was
bought for the Luxembourg, Pans, and 2 feu years later
hig_panel * Commerce,” in the Royal Exchange, London,

painter
-19o5), whose
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‘LORD RIBBLESDALE,” BY JOHN 5. SARGENT, R.A.
Miationil Gallery, London.

Painted in sgoz, this noble full-length portrait presents Lond
Ribblesdale, then Master of the Buckhoonds, in hunting costime,
1t was given to the National Gallery by the sitter as & memaorial
of his wife and of his bwo soas who were killesd respectively in
Somaliland apnd in Gallipoli. '
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made his decorative gifts widely known to his own com
patriots. His decorations for t;;c Skinners’ Hall and the
series of panels illustrating typical modern industries,
originally designed for the British Pavilion in the Venice
International Exhibition and now in the Leeds Art Gallery,
may be cited as brilliant examples of the decorative mural
painting which this artist has done so much to revive.

Though latterly gigantic projects of decorative painting
in the United States have taken up much of Mr, Bran 's
time, so that he is now a comparatively rare exhibitor in
London, he has been 2 prolific producer of pictures, water-
colours, and etchings in addition to his mural painting.
He is limited neither in method nor in subject, but whether
the latter be a scene in Italy, an impression of Pittsburg,
or a table laden with the rich fruits of a sumpruous dessert,
the presentation of the theme is invariably decorative and
grandiose, “ The Poulterer’s Shop ™ (see page 642), which
was bought for the nation by the Chantrey Trustees from
the Academy of 1916, is a glowing example of the sense of
opulent splendour which Mr. Brangwyn’s imagination and
executive skill can extract from dea poultry, a heap of
vegetables, and commonplace utensils.

83

Since Pettic and Orchardson Scotland has always been
strongly represented in the Royal Academy, The younger
Scottish school originated in Glasgow, whither about fifry
years ago a very large number of fine pictures by the French
romanticists found their way into puElic and private collee-
tions. In the appreciation of Corot and his contemporaries,
Scotland was far ahead of England, and since Whistler also
found favour more quickly in the north than in the south,
the Scottish painters were, generally speaking, more ad-
vanced than their English confréres during the latter part

of che niseteenth =entury. Of the group of painters known

as the Glasgow School, it may be brmd!? said that the

figure painters were chiefly influenced by Whistler, the

landscapists by Corot and the French romanticists, Among
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the most distinguished of the figure painters are Sir {:mes
Guthrie, born in 1859 and elected President of the Royal
Scottish Academy in 1902, who adds much of the robust-
ness of Racburn to a Whistlerian elegance and colour
harmony ; Sir John Lavery, born at Belfast in 1857, who
has developed in his own way the graceful style and dainty
colouring of Whistler, whether in portraying manly dignity,
feminine loveliness, or in painting landscapes; Mr. E. A.
Walton, equally at home in portrait and landscape, Mr.
Harrington Mann, Mr. George Henry, and Mr. Edward
Hornel, who, with thick, enamel-like paint, has invented a
new style in which children are usually seen decoratively
disposed amid flowery gardens of a semi-tropical luxuriance.
In this school a place apart was held by the late Joseph
Crawhall, whose animal paintings, and particularly his
water-calours on brown holland, had an inevitability of
line and simple grandeur of design which related his work
to that of the greatest oriental artists.

Among the Glasgow landscape painters, most of whom,
like W. Y. Macgregor and David Ganld, followed either
the Barbizon or Modern Dutch Schools, the premier place
has now been won by Mr. D. Y. Cameron, R.A. Born at
Glasgow in 1865, Mr. Cameron has made a foremost place
for himself as an etcher, rivalling Mr. Muirhead Bone in
his. masterly interpretation of architectural and landscape
subjects, while he has also developed a most personal
style as a painter, depicting the hills and lakes of Scotland
and the picturesque houses in her cities with a fine sim-

licity of design and clear, translucent colour, While in

Ei, use of delicate hues, harmonised with subtlety, Mr.
Cameron shows more than a passing acquaintance with
Impressionism, in his emphasis of line and tendency towards
simplification he exhibits in a mild and restrained form-
that reaction from Impressionism which ran to excess in
Paris.

While there has never been a definite Edinburgh school,
several modern painters of distinction have been associated
with the Scottish capital, among them being MT. James
Pryde, one of the most original and gifted artists of our

21
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time. Born in 1869, Mr. Pryde is the son of the late Dr.
David Pryde of St. Andrews and subsequently of Edin-

burgh. Though nominally he received his training, like so

Piata ; W. 4. Mansell & Lo,

«THE RETURN FROM THE RIDE" BY CHARLES WELLINGTON
FITRSE, A.R.A. [t565—-1g04

I'ate Gallery, London

g age of thirty-s.x, this gifted artist would bave been 'the

for the grand style both in Bpure-painting and in land-
.gq-_l.azgn—.';: pornzalt group ol i:.s_ Irends Mr. aod M
5 ploturs was exhibited st 1he lemy im 1o03 and booght fur
o years Later by the Tmsipes of the Chanfirey Bayest

scape culn
Aubrey Wa

rn‘:n;,r others, at the Atelier Julienn Paris, very little French
influence appears in his work. He learnt the decorative
value of the silhouette from Whistler, something about the
affecrive disposal of masses, perhaps, from the brilliant
French poster-designer Toulouse-Lautrec (1864-1901), and
a good deal about dramatic compaosition fl:um Hogarth,
[n ather words, Mr. Pryde made his own choice among the
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masters and built up his own art by affinities and observa-
don. It was by poster work that Mr. Pryde first roused
the attention of the public. He had a sister, Mabel Pryde,
who married another artist, William Nicholson, and the
brothers-in-law, working under the pseudonym of * Beggar-
staff Brothers,” produced a series of posters in the nineties
which electriied London by their outstanding. artistic
gualities,

Since he gave up poster-designing, Mr. Pryde has never
made any attempt to obtain popularity, A fastidious and
self-exacting painter, his output has been com aratively
small, and the pictures he has shown at the old érmvcnor
Gallery, at the New Gallery, and at the exhibitions of the
International Society, of which he is a distinguished
member, have appealed more to the collector and con-
noisseur than to the general public. As 5 painter he is
difficult to place, for he is neither a realies nor an out-and-
ont romanticist. His subjects are a little mysterions, and
though his pictures often have an cighteenth-century lock,
we hesitate to assign them to any definite period, tis
happening in the picture is rarely clear, yet the artist
contrives to hold our interest by a suggestion that some-

thing is abnm:' to happen. There is 3 strong feeling of
latent drama in his work, becanse he excels in Dramatic
Design

“ The Vestibule ” (see page 648), in the Earl of Craw-
ford’s Collection, is a characteristic example of the peculiar
qualities in Mr, Pryde’s work, Here, as in all his pictures,
we find a stage bl!ﬂl._'l.ﬁflluz *€L, 2 scene which so bewitches
us by the nobility of its design, by the monumental splendour
of its masses, by rich glows of colonr from a whole of har-
monious somhrentiss, that we catch onr breath with delight
at 'dlc spectacle, ]:imb afa we m;"ght do in a theatre as the
curtain goes up and before we have any
action will take place on the SCene, ¥ omslst o Wia

Mr. William Nicholson, who was born at Newa k-
Trent in 1872, served a lengthy Apprenticeship bafcrnre he
developed into the popular painter of portraits and still-
life that he is to-day. After the success of the posters
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Tender atd sympathetic in its feeling for the sweet simplicity of raral life, this pacture

shows the infiepce of J. F. Millet and bis follower the peazant-painter Bastien-Lepage,

Paintsd in 1889, it is the best-lmown example of the first manner ol an = plished
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which he designed jointly with his brother-in-law, he laid
the foundations of his individual reputation by a remark-
able series of woodcuts in colour, Three of his books, an
Alphabet, an Almanac of Troelve Sports, and London Types—
all published in 1898 —widened the base of his popularity
and made the name of William Nicholson known to thou-
sands who rarely visit picture-exhibitions.

More definitely realistic, less imaginative, and less
mysterious than Mr. Pryde, Mr. William Nicholson has this
much in common with him, that he, too, is pre-eminently
a designer. ‘This much we may see in a work 5o remarkable
for its fidelity to nature as his * Portrait of Miss Jekyll
(see p:ge 649). In its suave rendering of character and
atmosphere this portrait is descended from Velazquez
through Whistler, Eut in its arresting simplicit ¥, the effective
placing of the chair-back, head, and hands a5 the accented
notes of a diagonal composition, the picture is also related
to the posters of the Beggarstafi Brothers and to the
masterly designs of the Far Fast.

A younger gencration of Scottish artists, of whom the
best known arc S, J. Peploe, |. D. F ergusson, and Joseph
Simpson, are connected with “dinburgh, not Glasgow, and
form another distinet gmt&:. :

_ i All of them were at frst
influcnced by Whistler an subsequently by Manet and
later French artists ; and while each painter has his own

personality, strong drawing, bright ~clean calour, and
emphatic design are common to all three,
he once much-talked-of Newlyn Schoal was never a
local devtlﬂ_p:ment, like thar of Glasgow, but consisted of a
E.:ug of artists drawn from various Places who found this
rnish fishing village, near Penzance, a pleasant place in
which to settle and practise Open-air painting, Stanhope
Forbes, the late Napier Hemy, the sed-painter, and Frank
Bramley have been considered the leaders and.'fnuuders of
this school. Other artists ha i
Ives and elsewhere along the Cornish coast, some of the
best known of the younger generation being the marine
inter Mr. r-Luhns Olston, the landscape painter Mr.
orna Birch, and that particularly I.-.riﬁimt pair, alike
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in portraiture, landscape, and figure subjects, Harold and
Laura Knight.

4

No two institutions in the United Kingdom have pro-
duced a more remarkable sequence of illustrious artists
than the New English Art Club and the Slade School of
Art, and since, though separate in their origin, the two
have come to be closely related to each other, it is convenient
to consider them together, The New English Art Club
was founded in the 'eighties by a number of young artists
whose bond of union was a Paris training. Among the
founders were the painters P, Wilson Steer and Frcvgericlc
Brown and the sculptors J. Havard Thomas and T, Stirling
Lee; while other early members inclnded John 5. Sargent,
H. H. La Thangue, Mark Fisher, and George Clausen.
For more than twenty years the New English Art Club
has supplied the Royal Academy with nearly all its most
distinguished members. At the present moment fifry

¢ cent. of the Academicians and Associates are or have
E:en exhibitors at the New English Art Club, while almost
a1l the most important official art pesitions in London have
been gradually captured by members of this Club. Sir
Charles J. Holmes and Mr. C. ]. Collins Baker, respectivel
Director and Keeper of the National Gallery, Mr. D. 5.
MacColl, Keeper of the Wallace. Collection, Mr. William
Rothenstein, Principal of the Royal College of Art at South
Kensington, are all former members of the New English
Art Club.

Since its foundation the New English Art Club has
largely recruited its strength from students of the Slade
Schoal, and the close alliance between the School and the
Club is easily understood when we remember that the bond
of union between the original clubmen was a Paris training,
ind when we discover that French influence has been
paramount at the Slade School. This school of drawing
and p:in:iu . situated in Gower Street and connected with
University College, was named after Felix Slade (1790-
1868), a famous art collector, who left money for the
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Tate Gallery, London.

v distinguished us o designer of
alts aned still-1i . My, N

canEEEn T v of & sevenis
lignity af & W

s and woodout 5 4 pimler of realistic
1 in this parl iz his sitter with th

endowment of (Slade) professorships of fine art in Oxford,
Cambridge, and Unmiversity College, London,

The first Slade Professor at University College was Sir
E. J. Poynter (1871-5), under whose direction the teaching
was much the same as that given in the Royal Academy
Schools, but in 1876 he was succeeded by a distinguished
French artist, M. Alphonse Legros, who, more than any

-5 il
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other one man perhaps, may be said to have changed the
character of British painting. Born at Dijon in 1837 and
afterwards studying in Paris under the famous teacher of
drawing, Lecoq de Boisbaudran, Alphonse Legros came to
England in 1863. He was befriended by Whistler, Rossetti,
Watts, and other English artists, and made his living princi-
pally by etching and by teaching, For a time he taughe
at tie gnuth Kensington School of Art, but in 1876 he was
appointed Slade Professor at University College, a position
he held till 18g2. His picture of French peasant women at
prayer (see page 655), painted at University College in
1888, is a characteristic example of the seriouspess and
earnestness of his art, and by its fine precision of drawing
shows that Legros was a lineal descendant of Ingres. To
a generation absorbed in problems of colour, lighting, and
armosphere, this broad-minded exponent of the French
classical school came as a prophet in his insistence on im-
peccable drawing as the sure foundation of all good painting.
At the Slade, Legros worked wonders in two ways. His
great reputation as a teacher attracted the most promising
art students of the time ; and his influence on these students
has far-reaching effects. Legros, it has been well gaid,
* brought English art again into closer touch with the main
European tradition, and contributed largely to the notice-
able revival of draughtsmanship in England at the close of
the nineteenth century.” Among the most gifted of his
E‘I:.Pﬂ.ﬁ were Charles Wellington Furse, William Strang, and
illiam Rothenstein, all of whom laid the foundations of
their reputations as painters by sterling drawing. After
Legros left the Slade in 1892, the great tradition he be-
ueathed to the School was ably maintained by Professor
rederick Brown, among whose pupils were Sir William
Orpen and Augustus John, and since Mr. Brown’s retire-
ment, Mr, Henry Tonks, also of the New Englizh Art Club
has successfully conducted the Slade Schoal along the ij;
laid down by Legros,
While Legros was responsible for
aid to drawing, other artists
iliar with the new ideas about

the renewed attention
gradually made England
colour which had origin-
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ated in France. Conspicuous among the pioneers in this
direction is Mr. George Clausen, R.A. Born at London
in 1852, Mr. Clausen was an art student at South Kensington
from 1867 to 1873, and then went to Pars, where he was
at first chiefly influenced by ]. F. Miller and his follower,
Jules Bastien-Lepage (1848-B4). His well-known picture
at the Tate Gallery, “ The Girl at the Gate ™ (see page 645),
a comparatively carly work painted in 1889, shows Mr.
Clausen still dominated by the art of Bastien-Lepage.
Later the artist was profoundly influenced by the colour
of the Impressionists, especially by Monet and Pissarro,
and in his second manner, while frequently adhering to
Eumnl and peasant subjects which recall Miller, Mr.

lausen presented them in prismatic colours in which the
illuminarion of real sunshine is rendered with exquisite
truth and delicacy. Mr. Clausen has painted both the life
and the light of the fields, fusing the humanity of ]. F, Millet
with the Nature-worship of Claude Moner, Possessing a
wide range, he has painted portraits and allegorical subjects
as well as landscapes and pastorale. Al his work is dis-
tinguished by its beauty of colour, radiant illumination,
and human tenderpess,

Mr. P, Wilson Steer was born at Birkenhead in 1860,
After studying at the Ecole des Beaunx Arts, Paris, he re-
turned to England full of enthusiasm for the Impressionists,
and among his early works may be found experiments in
the style of Manet, Degas, Monet, and Renoir. But while
he has always preserved their keen interest in light, Mr.
Wilson Steer gradually broke away from the close imitation
of the Impressionists and developed a style of his own in
which the vivacity and broken touch of the Freach painters
were mingled with elements derived from such British

ainters a3 Gainsborough, Constable, and Turner. The

ter art of Mr. Steer may be described a5 3 blend of
English and French traditions. In the landscapes of his
maturity he has used pinks, mauves, and blues very sparingly
and concentrated on the varied greens and yellows of Nature
excelling in the rendering of wooded country with trees
glittering in the sunshine after rain, and also in depicting
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the light and atmosphere in great vistas of spacious country-
sides. Equally distinguished as a figure painter, Mr. Steer
is represented by an auto-portrait in the Pitti Gallery,
Florence, by * The Music Room ™ in the Tate Gallery,
and by fignre subjects as well as landscapes in many other

ublic galleries. Apparently averse to Academical honours,
Rdr. Sreer has from the first remained the most loyal member
of the New English Art Club, of which he is still the chief
ornament. The grace and refinement of his portraiture
are beautifully excmplified in his “ Portrait of Mrs,
Hammersley ** (see page 651), in which the background also
reveals his powers as a landscape painter.

Two other members of the New English Art Club who
have helped to introduce Impressionism into England are
Lucien Pissarro and Walter Sickert. The former is the
eldest son of Camille Pissarro. He was born at Paris in
1863, and grew 13; among the Impressionists and neo-
[mpressionists, so that he may be said to have been impreg-
nated with the science of colour from his early boyhood.
In 1893 he settled in London, where he came into touch
with William Morris, and setting up a private press he made
2 European reputation as a wood-engraver and printer of
beautiful books. As a painter he made his way more
slowly, but his landscapes have always aroused the enthusiasm
of his brother artists by their just observation and masterly
ctatement of the actual hues in Nature.

Mr. Walter Sickert, born in 1860, was in his youth a pupil
of Whistler, but the influence of this master was later super-
seded by that of the Impressionists, especially that of Degas,
after the artist took up his residence in Paris, where he
remained for several years. Making a speciality of painting
low-life scencs, portrayin humble interiors, the galleries
of theatres and music-ha ls, costers and flower-girls, Mr.
Sickert does but rarely explore, even in his landscapes,
scenes at Dieppe or Venice, the realm of full sunshine which
was the happy hunting-ground of the earlier Impressionists.
In his interiors Mr. Sickert is known t:l:j:lz as an czq‘uisit:
interpreter of the subtle beauties of twilight, in hi ex-
teriors he usually prefers grey days or at least moments when
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direct sunshine is masked; but within his self-imposed
limits he is a true Imprhﬂmrt always giving his first
attention to the lighting, and making lights even in darkness
sparkle and vibrate with the magic of his deft broken

tanches.

Fruaw i Ao bR g LB
+FEMMES EX PRIERE” DY ALPHONSE LEGROS |t83p-giz
Tate Gallery, London
pleture of French peasant-women at prayer i & church I the greai

Srhonl wha ming fr aris tn London in rB63, " contritnsted
il

& charscterist

anship in Epgland at the cloie of the
alised as an Engleshman in 168y

35

Returning to the pupils of Legros, first attention must
be given to Charles Wellington Iurk-: (1868—1904), wha,
hat far his r“[ death, woul I.|. .ﬂ-*.LI‘Edl'F now be nr,‘;,upr:rlg

2 position in the art world rivalling that of Sargent and
Orpen. Born at Staines, Furse was only sixteen when he
began to study under Legros at the Slade School.  Later he
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worked in Paris, and returning to London he soon made
his mark at the New English Art Club, where his portraits

ecially attracted attention. He was only twenty-five
::E:n he began his heroic equestrian portrait of Lord
Roberts—now in the Tate Gallery—a great work which.
being interrupted by illness, he was never able to complete,
for after his recovery he was too much occupied with other
work to return to it at once,

Between 1899 and 1901 much of his time was taken up
in painting the decorative spandrels for Liverpool Town
Hzf],, and his remarkable capacity for executing imposing
works on a large scale was clearly revealed to the world in
1903, when “ The Return from the Ride ” {stee page 643)
was the  picture of the year ™ at the Academy. In this
magnificent portrait group of his friends Mr. and Mrs.
Aubrey Waterfield, the figures are nearly life-size and the
whole picture is painted with the sssurance and exuberance
of a master. In the following year, when he was elected
A.R.A, he repeated his success at the Academy with an
open-air portrait of his wife, entitled “ Diana of the Up-
lands ™" (see page 633), another life-sized work full of
thEZiIIESS and PﬂHEhed brilliance. Fﬂr man}r years thu
artst had suffered from lung trouble: and’ this finally
caused hiz death in the very year in which ke had won his
Associateship. The breadth and dignity of hiz outlock
equalled the felicity of his executj

erformances in which his art culminaed may be said 1w

ve been based to some extent on the practice of Velaz-
quez, his own personal gifts and his keen observation of
Nature gave an individual distinction to his works which
makes them essentially original.

Mr. William Strang was born at Dumbarton in 1850,
came to London in 1875, and developed remarkable powers
as a draughtsman under Legros at the Slade School. The
first works of his to attract notice were his portrait drawings
and his etchings, which attained distinction in two ve
different fields. His portraits, whether drawn or etch
were intensely realistic, of a Holbein H

Ty esque clarg d
simplicity, strong in line and character qhut iurl?a;hi::g,
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of other subjects Strang displayed imaginative gifts of the
highest order, and his illustrations to the Bible, Den
Quixote, and to some of Mr., Kipling’s stories revealed a
mind as alert to think and philosophize as hig eye to see and
his hand to record.

As a painter Strang had two distinct styles ; in the first
his colour was based on that of the great Venetians, in the
second his palette became much brighter and lighter and
the influence of Manet was apparent. The union of his
incisive drawing with this pure clean colour produced in
his second manner pictures of arresting brilliance. * Bank
Holiday ™ (EEE page 654), painted in 1912 and now in the
Tate Gallery, is a fine example of his later style and, while
dj?lﬁipng the severity of his line and the emphatic realism
with which he presents figures and objects, it also reveals
his imaginative gifts in the subtle rendering of the embarrass-

ment nf_a holiday couple unused to the ctiquette which
prevails in restaurants.

§6

While the painters mentioned above are far from ex-
hausting the list of distinguished artists who received their
training directly from Legros, his successor, Professor
Brown, may be said to have been fortunate in having sdll
more brilliant pupils. Of these first attention must be
given to William Orpen and Augustus John, who, by
common consent, are the most richly gifted of the many
ﬂl‘imf]mt’ of the Slade School who have attained eminence
in their profession.

Now and again in the history of art there are ha
individuals who seem 1o escape the student stage ﬂltﬂgﬂ];:ﬁ:{
and appear as masters from the first. Lawrence was one :
Millais was anather ; Orpen is a third, and he bids fair to
go farther than cither of the other two. Born on the
27th November 1878, William Orpen attracted the arten-
tion of London connoisseurs while he was sril] 5 student
at the Dublin Metropolitan School of Art. The writer
can remember the sensation caused a1 South Kensington
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more than twenty years ago by a drawing from the life
with which this young Irishman won the gold medal at the
National Competition for works by students at schools of
art all over the country. Never before or since has there
been so much unanimity of opinion about a prize-winner.
Everybody was talkin TIED about * young Orpen’s * draw-
ing, for while it satishied the academic mind :}F its flawless
perfection and anatomical correctness, it roused enthusiasm
among more independent critics because it was not a dead
thing—as so many prize-drawings are—but a real human
figure in which every line pulsated with life. It was clear
that a grear draughtsman had come 1o town, and when
Orpen left Ireland and came to the Slade School his drawings
and paintings soon became conspicuous in the exhibitions
of the New English Art Club, then held at the old Dudley
Gallery in the Egyptian Hall, Piccadilly. In the first
decade of the twentieth century this youth in his twenties
was already ranked, mot with other students, but with
artists, like Wilson Steer, who were recognised as masters.
What distinguished Orpen at once from other able draughts-
men of his age was his precocions facility in the manipula-
tion of paint. Most students have to learn slowly how to
handle iigml:m ; the first paintings Orpen exhibited
proved that he had a mastery of the brush, A besutiful
example of his early fluency is Zc Ficture in the Tate Gallery,
entitled * The Mirror ” (see preceding page), painted
in 1goo. Even at this period Orpen showed a wide range ;
he painted portraits, still-life, nudes, and subject pictores
while perhaps the most characteristic of these early works
Wﬂ“;éﬁ;‘ﬁ““f with EE“‘;*’: e‘if tures which seemed to have
the ess of content of a Van Evck, the i i

the exuberance of a Hals. 7<% Shough painted with

In *“The Mirror ™ traces of the influence of Whis

may still be seen ; in his later works Orpen’s style has hcm?nc;
broader and more vigorous, his colour has grown lighter
and more brillianr, and in portraits his penetration into
character has gained in profundity. But the characterisa-
tion was keen in several early portrairs, notably the * Chares
W:rtheimc.r," the first and Ohi}' piL‘tl.m: the artist exhibited
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at the Royal Academy prior to his election as Associate
in 1910,

Since his entry into the Royal Academy the art of Sir
William Orpen has steadily grown in power and public
favour, but his phenomenal success has never warped his
sincerity as an artist. While he has contributed a generous
measure of portraits to the exhibitions of Burlington House,
he has remained loyal to the New English Art Club, and
there he has again and again shown those inimitable pictures
which an artist paints for his own delight and pleasure.
Among them may be mentioned some notable scenes of
vagrant and peasant life in Ireland, and playful allegories,
like * Sowing the Seed,” in which a true Irish sense of
humour has been blended with pictorial and decorative
charm. It is characteristic of Sir Willlam’s independence
as an artist that of all the hundreds of portraits which he
painted in Paris during and after the Peace Conference, the
very best of them should be, not one of the famous states-
men and soldiers who sat to him, but a man who was a
nonzntity till his portrait was exhibited. The now famous
“ Chef de I'Hotel Chatham ™ (see page 657) was not
only the * picture of the year " at the 1921 Academy, it is
a picture for all time which has and will have the wide
human appeal of Moroni's ** Portrait of a Tailor.,” In this
portrait of the Chef (Mr. Chester) in his immaculate white
cap and jacket, standing beside his grill, we have Orpen at
his very best, using all his amazing facility and dexterity
in the handling ot paint for the purpose of putting on
sanvas the rich, full humanity of a living being.

Sir William’s two great Peace picture: in the Academy
of 1920, “ Signing of Peace in the Hall of Mirrors, Ver-
sailles,” and * A Peace Conference at the Quai d’Orsay,”
were an expansion of the delightiul little interiors which
he had sent in earlier days to the New English Art Club,
and in a way his allegory * Sowing the Seed " may be
regarded as a prelude to the very different and far more
serious painting, * T'o the Unknown Soldier ™' (see page 621),
which was the centre of interest in the Academy of 1923.
For both these paintings show high powers of imagination,
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A masterpiece of modem partraitore, this brilliant painting of 2 4
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performer s amaringly allve and full of action,
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MR MINNEY, BY W. W. RUSSELL, A.RA.
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and warn us that in marvelling at the quickness of his eye
and at the unerring skill of his hand, we must not forget
that Sir William Orpen is also an artist with 3 keenly in-
telligent brain and with a warm imaginative heart, 2 man
who can see both the humour and tragedy of life, who can
fecl decply and can express his emotions either in genial
satire or in 2 majestic allegory of epic grandeur.

The foundations of Mr. Augustus guhn’i reputation
were also laid in the drawings which he showed at the New
English Art Club during the first decade of the present
century. The exuberant flow of his line, his powerful
modelling of form by subtletics of light and shade; the
extraordinary vitality of his heads in chalks and sanguine—
all seemed to suggest that in Augustus John was reincarnated
the princely art of Rubens. One thing alone at that time
limited his popularity. It was asked why did he draw such
“ugly ™ Elcurle. The truth was that Mr. John, having
an exceedingly original mind, found beautes in new 5.
A Welshman by birth and descent, John in his Hr]}frmeys
was a Borrow in paint, happiest and most at home among
the Romanies. The apparent strangeness of his early
drawings and paintings was largely due to his preference
for gipsy types. While teaching at the Liverpool niversity
School of Art, round about 1904, he would periodically
disappear to gu‘mving with the gipsies and then reappear,
bringing with him pictures of the raggle-taggled life of the
caravan. These pictures, bright and clear in colour, in-
cisive in line, and effective in composition, were a new thing
in painting. As a painter John did not possess the pre-
cocious facility of Orpen, and his early work often shows a
certain heaviness of handling when compared with his

resent-day pictures, and in acquiring mastery of the brush
fnhﬂ gradually evolved two distinct manners. Influenced
to some extent by the modern Freneh painters already
mentioned in this OvrLise, he has shown a tendency to
simplification which is most marked in his decorative work.
In mural decorations, like * The Mumpers ” at the Tate
Gallery, John deliberately sacrifices roundness of form for
decorative effect. Like Pierre Puvis de Chavannes (1824~
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Reproduced by permiszion of the Arfist,

HTHE BURNING KILN, BY 5I1R CHARLES JOHN HOLMES
Tate Gallery, London.

An impressive example of the new type of * industrial landscape ** lovented by Sir C. ).
Holmes, the present Disector of the Natiosal Gallery and formery Slade Professar o
Fins Art at Oxford University.

1898), the great painter of the Ste. Genevidve series in the
Panthéon, Paris, John found that the qualities he aimed at
necessitated a certain flatness of treatment. At the zame
time hiz colour in these decorative works has become lighter
and brighter. To this extent, in so far as it has tended
to simplify rather than to complicate painting, the art of
Augustus ].::I_-m may be zaid to illustrate a reaction from
Impressionism. But while his decorative works often have
primitive qualities, in his portraits he uses his full power of
expressing form, and one of his most recent masterpieces,
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" HAN,” BRONEZE BUST BY JACOB EPSTEIN
Tate Gallery, Londan
Born at Mew York in 188a, Mr. Hpstein has been domiciled in F_ndm_gd for many
0

past. His ariginality and the tremendons power of his wark have gained him a3
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Imtes-
oalionil reputation as the fmost mteresting sculptor since Hodin,
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“ Madame Suggia ” (see page 664), proves that when this
is his aim, John is second to no living man in realistic force
and characterisation. While 'mﬁnitgy various, there is an
intense individuality in his draughtsmanship which unifies
all his work and makes it recognisable as a * John.” His
landscapes are closer to his decorative work than to his
realistic portraiture. Finding his favourite subjects among
the mountains and lakes of his native Wales, John has in-
vented a new genre in landscape. Emphatic in their
design, simplified in form, and brilliant but still in colour,
they strike a new note in British art.

Limitations of space prevent all but the briefest mention
of another member of the New English Art Club, who has
created a new type of landscape.  Sir Charles John Holmes,
the erudite Director of the National Gallery, was born in
1868. The son of a Cornish clergyman, he distinguished
himself as a classical scholar at Eton and Oxford, and made
a reputation as a writer on art before his water-colours and
paintings became generally appreciated. Always a stylist
in design, simplicity is the outstanding quality in his work,
and while he has painted many impressive landscapes of the
grim, gaunt scenery of the Lake Country, it has been his
peculiar distinction to invent ¢ industrial landscape,”
pictures in which the factories and power-stations of modern
industrialism are powerfully presented with their surround-
ing landscapes. ** The Burning Kiln ** (see page 667) is a
fine example of the imaginative grandeur with which Sir
C. ]. Holmes invests these new subjects,

Another pupil of Professor Brown, Mr. Walter W.
Russell (born 1867), added to the laurels of the New English
Art Club by his brilliant portrait, “Mr. Minney ” (see
page 665), which was the “ picture of the year ™ in the
Academy of 1920.

In recent years the two most distinguished artists who
have come from the Royal Academy Schools have been
Mr. Frederick Cayley Ruiinaun (born 1862) whose poetic
ind decorative work shows a mingling of Pre-Raphaelite
ideals with the noble simplicity of Puvis de Chavannes, and
Mz, Charles Sims (born 1873) who, after first attracting



670 THE OUTLINE OF ART

attention by the sheer beautyof his romantic idylls,astonished
even his admirers by his exquisitely gracious and accom-
plished portrait “ The Countess of Rocksavage and Son ™

(see page 659), which was universally conceded to have
won premier honours in the Academy of 1922,

Proverbially, art is long and talent to-day is so multi-
tudinons that to attempt any adequate survey of present-
day achievements in Great Britain alone would be to
embark on a voyage as lengthy as that which the reader
has already travelled. Had space permitted, it would have
been gratifying to record successes in sculpture as well as in

ainting. Among the academic sculptors Sir George
‘rampton has acquired the widest popularity with his
* Peter Pan ™ in Kensington Gardens, while among the
independent sculptors Mr. Jacob Epstein’s bronze busts
and Mr. Eric Gill's  Stations of the Cross ” in the West-
minster Roman Catholic Cathedral are works which the
present generation can leave with confidence 1o the
judgment of posterity.

It is regretted that the scope of the present work has
made it impossible to deal separately with etching, wood-
engraving, lithography, and other ‘arts which are being
practised to-day with skill and accomplishment, Bur all
the pictorial and plastic arts are so intimately linked that
the aims and ideals which animate them from generation
to generation may to a great extent be deduced from a
historical survey of painting. Without any pretence to be
final or exhaustive, it is hoped that this work may can-
tribute to a clearer understanding of the course followed
by the main stream of European art from the thirteenth
century to the present day.
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