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The Decorative Artgof To-day

The progress of the Decorative Arts is a subject of such interest to a large and steadily
increasing section of the public that we venture to take the opportunity this Exhibition of
Spanish art atfords to introduce ourselves to all those who appreciate really fine furniture

and decorations.
The acquisition of old
furniture has its at-
tractions, but every-
one must now recog-
nise :that the fine
antique is rarely to be
met with except at a
price entirely dispro-
portionate to its
merit. Most of the
designs of the past,
however, have a
charm which is well
worthy of being per-
petuated, and among
the examples to be
seen in our rooms are
faithful copies imbued
with the spirit of the
time when the origin-
als were produced.
Many of our produc-
tions acknowledge the
influence of the past,
and also; demonstrate

the fact that the
decorative artist of to-
day is as capable of
stamping his work
with individuality as
the craftsman of by-
gone times. The
honour of a visit to
our rooms, which are
within a few doors of
this Exhibition, will
be much appreciated.

SIDEBOARD IN OAK AND GOLD, WITH MIRROR OVER

FRANK COLLINSON

Decorative Contractors, Cabinet Makers, Designers, etc., @7 CO

24 GRAFTON ST., BOND ST., W.




PATRONS

Their Majesties The King and Queen of Spain.
H.R.H. The Infanta Isabella of Spain,
H.R.H. Princess Henry of Battenberg.

The Spanish Embassy.

H.E. Don Wenceslao Ramirez de Villa- H.E. The Hon. Whitelaw Reid

Urrutia, G.C.V.O. (United States Ambassador).
(Spanish Ambassador).

H.E. Count Albert Mensdorff-Pouilly- H.E. Count Jutaro Komura, G.C.M.G.

Dietrichstein (Japanese Ambassador).
(Austro-Hungarian Ambassador).

H.S.H. Prince Alexis Dolgorouki. H.S.H. Princess Alexis Dolgorouki.
B Gries the Mechbishop o Pork. 7 - H.S.H. Princess Hatzfeldt.
His Grace the Archbishop of Westminster. Duchess of Marlborough.
Duke of Newcastle. Duchess of Montrose.
Marquis of Anglesey. Duchess of Rutland.
Marquis of Bristol. | Duchess of Sutherland.
Marquis of Villalobar. Duchess of Westminster.
Earl of Albemarle. Marchioness of Downshire.
Earl of Aylesfﬂ.rd. Marchioness of Ormonde.
'Earl Bathurst. Marchioness of Winchester.
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I. P. MENDOZA, 1.td.

Printsellers and Publishers to the late Queen Victoria.

THE MENDOZA GALLERY

157a New Bond Street, W.

Exuisirions of WATER COLOUR DRAWINGS

AND

~ OIL PAINTINGS gy Living Astists

ALWAYS OPEN

A choice selection of Etchings, Engravings, etc., will be found in
the folios, an inspection of which is cordially invited.

E

NOW ON VIEW

THE GREAT RELIGIOUS PICTURE

THe SOLITUDE or SORROW

(CHRIST IN THE WILDERNESS)

HERBERT SCHMALZ




PATRONS—Continued

Earl of Dudley.
Farl of Darnley.

Earl of Kilmorey.

Earl of Portsmouth.

Earl of Seafield.

Earl of Shaftesbury.
Viscount Churchill.
Viscount Ingestre.

Viscount Ridley.

Viscount Valentia.

Admimi [ord Charles Beresford.
Lord Bagot.

Lord Belhaven.

Lord Archibald Campbell.
Lord Cheylesmore. |
Lord Desborough.

Lord Glenesk.

Lord Grimthorpe.

Lord Haversham.

Lord Herbert.

Lord Strathcona.

Lord Ninian Crichton-Stuart.
Count Reginald Ward.
Lord Mayor of Manchester.
Lord Provost of Dundee.
Lord Provost of Glasgow.

Right Hon. Arthur J. Balfour, M.P.
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Marchioness of Zetland.
Countess of Antrim.
Countess of Arran.
Countess of Bradford.
Countess of Darnley.
Couatess of Dundonald.
Countess of Dudley.
Countess of Essex.
Countess of Kilmorey.
Countess of Lindsey.
Countess of Northbrook.
Countess of Plymouth.
Countess Roberts.
Countess of Shaftesbury.
Countess of Savile.
Countess Stanhope.
Alice Countess of Strafford.
Viscountess Barrington.
Viscountess Cole.
Viscountess Churchill.
Viscountess Esher.
Viscountess Falmouth.

Viscountess Ingestre.

Hon. Lady Neeld.

Hon. Lady Talbot.

[.ady Alington.

Lady Cavendish Bentinck.
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rH\W&nﬁ:k]}f to BRAZIL & RIVER PLATE (via Spain and Portugal).
From | Fortnightly to WEST INDIES & NEW YORK
SOUTHAMPTON (connecting for Pacific Ports at Colon).

(Mumhly to CUBA & MEXICO' (viz Spanish Ports).

( Fortnightly to AUSTRALIA & NEW ZEALAND .
From LONDON . (Orient-Royal HCail Line).

| Fortnightly to STRA[TS SETTLEMENTS, CHINA & JAPAN
(Shire Line).

Apply to— % =

The Royal Mail Steam Packet Company,

18 MOORGATE STREET, LONDON, E.C.
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Right Hon. Austen Chamberlain, M.P.
Right Hon. Walter Long, M.P.

Right Hon. Alfred Lyttelton, M.P.
Right Hon. Sir Frederick Milner.
Right Hon. Sir John Winfield-Bonser.
Consul-General of Columbia.
Consul-General of Costa Rica.
Consul-General of Salvador.

Edward Miller Mundy, Esq.

John Gretton, Esq., M.P.

W. James, Esq. (West Dean Park).

Rear-Admiral Sir Lambton Loraine, Bart.

General Sir John French.

General Sir Ian Hamilton.
Lieut.-General Sir H. Smith-Dorrien.
Major-General Sir Geoffrey Barton.
Sir Randolf Baker, Bart.

Sir Seymour Blane, Bart.

Sir Francis Burdett, Bart.

Sir' B. L. Cohen, Bart.

Sir Smith Hill Child, Bart.

Sir Thomas Glen-Coats, Bart.

Sir Clifford J. Cory, Bart., M.P.
Sir Robert Filmer, Bart.

Sir Ivor Herbert, Bart,

Sir F. Dixon-Hartland, Bart., M.P.
Sir Wm. Magnay, Bart,
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Lady Charles Cavendish Bentinck.
Lady Brassey.

Lady Evelyn Cavendish.
Lady Crichton.

Lady Desborough.
Lady Constance Gore.
Lady Haliburton.
Lady Claud Hamilton.
Lady Haversham.
Lady Beatrice Herbert.
Lady Kenmare.

Lady Mary Kidd.
Lady Lethbridge.

Lady Constance Leslie.
Lady Milbanke.

Lady Napier.

Lady George Nevill.
Lady Northcliffe.

Lady Alexander Paget.
Lady Swansea.

Lady Wolverton.
Lady Willoughby.
Lady Winfield-Bonser.

Baroness De Forest.

Hon. Mrs. Percy Mitford.
Hon. Miss Maud Ritchie.

Mrs. Pierrepont Mundy.
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THE STUDIO

An Hlustrated Magazine
of Fine and Applied Art

Published Monthly —1/- net

LARGEST CIRCULATION OF ANY MAGAZINE
DEVOTED TO THE ARTS '

SOME PRESS OPINIONS

- ““The colour reproductions are of remarkable quality and brilliance.”’
—TIMES Literary Supplement.

““T'he most attractive features of Z%e Studio are its admirable catholicity, its
breadth of view, and the excellence of its illustrations.”

—GLASGOW HERALD.

“The Studio . . . . is excellent—the colour reproductions are specially
successful.”—MORNING POST.

““ The articles are interesting, the illustrations numerous and of an attractive
character.”—SCOZSMAN.

*“T'he illustrations are always excellent, well chosen, and executed in
the finest and most faithful ¢ process’ fashions.”— VORKSHI/RE POS7.

Offices of “The Studio”
44 LEICESTER SQ., LONDON, W.C.




PATRONS—Continued

Sir R. B. Martin, Bart. Mrs. McEwen.

Sir Cuthbert Quilter, Bart. Mme. S. Perez Triana.

Sir Edward L. Sarﬁuel, Bart. Mrs. R. Godfrey Mundy.

Sir Edward Tennant, Bart. Mrs. Chessher.

Sir William Vincent, Bart. Mrs. Sidney Lee.

E. Brinsley Harper, Esq. Sir A. E. Bateman.

F. B. Mildmay, Esq., M.P. Sir William Dunn.

T. McKinnon Wood, Esq., M.P. Sir Altred Haslam.

Lionel H. Cust, Esq. Sir Hubert von Herkomer, R.A.

Clement K. Shorter, Esq. Sir John Charles Robinson.

George Alexander, Esq. W. Fuller Maitland, Esq.

Henry Watson, Esq. (New York). John Sargent, Esq., R.A.

Francis Watson, Esq. (New York). Solomon J. Solomon, Esq., R.A.
- H. Montagu Allan, Esq. H. Beerbohm Tree, Esq.

E. Chessher, Esq. Sidney Lee, Esq.

R. Godfrey Mundy, Esq.
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‘“ The great artist is he who goes a step beyond the demand, and, by supplying
works of a higher beauty, and a higher interest than have yet been percerved,
succeeds, after a brief struggle with its strangeness, in adding this fresh extension
of sense to the heritage qfﬁzf race.”—BERNARD SHAW ; The Sanity af Art.

The Art ot Joaquin Sorolla

[.—Biographical

0AQUIN SoroLLa, the son of humble parents, was born at Valencia, Spain, on
J February 27th, 1863. Two years later, the cholera epidemic which was

raging in that city carried off both his father and his mother, and the orphan,
together with his infant sister, was adopted by his aunt upon the mother’s side, Dofia
Isabel Bastida, and her husband, Don José Piqueles.

When Joaquin was of an age to go to school, he manifested little inclination for his
studies proper, though he revealed a stealthy and incorrigible craze for scrawling
embryonic drawings in his copy-books, until, impressed by the precocious merit and
persistence of this extra-pedagogic labour, one of his masters was intelligent enough to
overlook his inattention to the tasks appointed him, and even made him surreptitious
presents of material for the prosecution of his hobby.

In course of time, since young Sorolla made no visible progress at his lessons, his
uncle, who was by trade a locksmith, removed the boy from school and placed him in

kS
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THE ART OF JOAQUIN SOROLLA

his workshop, while yet allowing him to attend some drawing-classes, held at a local
school for artisans ; and here his resolution and his talent swept off all the prizes ; so

that, on reaching fifteen years, he was permitted to renounce the locksmith’s shop
and finally devote himself to studying art.

He now became a member of the Academia de Bellas Artes of San Carlos, which is
also at Valencia, and won, almost immediately, the triple prize for colouring, drawing
from the model, and perspective. About this time, too, he received assistance from a
philanthropic gentleman named Garcia (whose daughter, Dofia Clotilde, he subsequently
married), and so was able to remain for several years at the academy. During these
years he visited Madrid on three occasions, and exhibited, first of all; three paintings
which aroused no curiosity, and afterwards his earliest important work, namely,
a canvas of large dimensions titled T7%e Second of May. The second visit to
the Spanish capital was longer than the other two, and young Sorolla utilized it to his
best advantage by copying the masterpieces of Velazquez and Ribera in the Prado Gallery.

The Second of May,* which represents the desperate resistance of the Madrileios to
the French invading army, during the Spanish War of Independence, is by no means a
flawless work, although the drawing is correct and spirited ; nor is it even an unusually
precocious effort for a painter who was more than twenty years of age. Yet it con-
tained one striking innovation ; for it was painted in the open air, Sorolla choosing
for his natural and informal studio the arena of the spacious bull-ring of Valencia,

where he enwreathed his models with dense smoke in scrupulous reconstitution of
authentic scenes of war.

In the same year (1884), another of his paintings won for him the scholarship
offered by his native town for studying art in Italy. Accordingly, he repaired to
Rome and stayed there for some months, proceeding thence to Paris, and returning
not long afterwards to the Italian capital. However, at the exhibitions, held in Paris,
of the works of Bastien-Lepage and Menzel, “ Sorolla’s eyes were opened to the
revolution which was being effected in the history of modern painting ;” 1 and even
after his return to Italy, this novel and regenerative movemens in French art con-
tinued to engage his preference. Already, therefore, in the opening stage of his career,
the youthful and spontaneous realist of Valencia—the compatriot of Goya and the fellow-
citizen of Spagnoletto—was captivated and encouraged by the parallel yet independent
realism of a German and a French contemporary.

On his return to Rome, where false and academic methods still pretended to their
old supremacy, Sorolla, led by duty rather than by desire, produced a large religious
painting titled The Burial of the Saviour, marked by his wonted excellence of
colour and of line, but not appreciably inspired by any sentiment of deep devotion.
This work, upon its exhibition at Madrid in 1887, attracted some attention, but was
not rewarded with a medal. Two other paintings, also shown about this time, disclose
the true direction of Sorolla’s sympathy. The one, titled Un Boulevard de Paris,

* This painting is now in the public art-collection of Villanueva y Geltri, a town in Catalufia,
T Joaquin Sorolla y Bastida, by Aureliano de Beruete, published in La Lectura, January, 1901.

14



THE ART OF JOAQUIN SOROLLA

somewhat impressionistic in the manner of Pissarro, depicts a busy evening scene out-
side a large café. The other subject 1s a sketch of a Parisian girl, treated in the simple,
realistic style of Bastien-Lepage, and therefore quite emancipated from the harsh
eclecticism of the Roman school.

While visiting Italy for the second time, Sorolla made a longish sojourn at Assisi,
copying the old Italian masters, as well as doing original work subtly yet happily
associated with the peasant-author of the Saison d'Octobre. During the next three
years he painted, among a number of other works, 4 Procession at Burgos in the
Sixteenth Century, After the Bath (a life-sized female figure standing nude against
a background of white marble), and the well-known Otra Margarita (““ Another
Marguerite ”). This latter, now at St. Louis in America, represents a girl belonging
to the humblest class, who has been guilty of infanticide, and whom the Civil Guard
convey as prisoner to receive or to perform her sentence. The scene is a third-class
railway-waggon, bare, uncushioned, comfortless—such as 1s still not obsolete in Spain.
The head of this unhappy “ Marguerite” 1s drooping on her breast and, with her
blanched, emaciated face and limp, dejected form, denotes the utmost depth of human
woe. Her hands are bound, but a fold of her coarse shawl has partly fallen or been
drawn across them. A bundle lies beside her on the seat. Though it is painted out
with care, this work has scarcely any scope for detail. Nothing relieves its melancholy
bareness save the spots upon the prisoner’s cheap print dress, and the pattern on the
kerchief which contains her change of clothing.
~ This pitiful and sombre scene is treated with a poignant realism, yet with'an equally
as eloquent restraint. Emotion here is not obtruded, as in the case of mediocre genre :
it 1s not ostentatious, but suggestive. Klawless in technical fidelity, the figure of the
girl discloses that her moral weariness has overcome her physical. Her attitude of
collapse proceeds, not from a muscular fatigue, as much as from an agony of remorse
which has its fountain in her very soul. One of her two custodians marks her with a
meditative and compassionate eye, puzzled, it may be, at the vagaries of the law devised
by man, and speculating why its undivided wrath must here be visited upon the
frail accomplice.

Other important paintings executed by Sorolla at this time are named The Happy
Day, Kissing the Relic, and Blessing the Fishing-Boat. The subjects of the latter
two are indicated by their titles. A beautiful and touching moment is recorded
in The Happy Day. A little fisher-girl, who has received her first Communion on
this “ happy morn,” kisses, on reaching home, the hand of her blind grandfather,
The cottage-door is open, and the sunlight, streaming through, lavishes its pure
caresses on the gossamer clouds of her communion-veil.

In this or the succeeding year, two of Sorolla’s paintings were exhibited at the
Salon. Their titles are, The White-Slave Traffic and The Fishing-Boar's Return.* The

former is at present in America : the latter (which had been classified Hors Concours)
was purchased for the Luxembourg.

* Sorolla’s Beaching the Boat repeats the same majestic motive on a larger scale. (See Frontispiece.)

-
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The subjects of these two great paintings offer an extraordinary contrast. The
figures in the first are weary women, huddled together, dozing and lethargic, in a
narrow, low-toned, sombre railway carriage. But in the other work, the busy
characters that plash and plunge about the water’s edge respire a very surfeit of
vitality ; fishers and cattle bringing in the boat, enlivened and illuminated by the
glorious sunshine of Valencia.

Between that period and the present day, we are confronted, in Sorolla’s art, with
marvellous, well-nigh miraculous fecundity and quality, interpreting all aspects and
developments of contemporary Spain—portraits of royal personages, nobles, com-
moners, of the artist’s wife and children, of statesmen, novelists, poets, scientists, or
soldiers ; landscape and prospects of the naked sea ; the bright and tender joys of
infant life, the playful scenes of boyhood and of girlhood, sorrows and problems and
anxieties of later age, the sordid schemes of evil-doers, the strenuous toilers of the
deep, the simple cultivators of the soil, the village cares and pastimes of the peasantry.

Such paintings are (to quote the titles of a very few), Sewing rthe Sail,™ The Beacl
of Valencia, A Scientific Experiment, The Raisin-Dressers, The Woundea Fisherman, A Sad
Inheritance, and The Bath.

This latter represents the seaside at Valencia, “ whose manifold charms this artist
renders so felicitously. A woman with her back to us unfolds a sheet, in which she 1s
about to wrap a baby whom another woman holds. The little one 1s naked, and his
limbs are stiffened by the cold sensation of his bath. Behind them is the sea, furrowed
by fishing-boats with swollen sails, illuminated by the golden glory of a Spanish
summer’s morning.”’ T

This jocund theme presents a striking contrast with 4 Sad Inheritance. Here
also is the foreshore of Valencia, though it is specked and vivified no longer by those
dancing sails and animated figures. An air of sudden and depressing gloom seems to
have overcrept the water and the sunshine. Even so quick are nature’s moods to echo
back our own. For here are not the vigorous fisher-folk, able to work and strive, able
to win their independent bread. Instead of such, we contemplate a score or so of imbecile

wor crippled boys, the inmates of a house of refuge for the cast-off children of depraved
and unknown parents. The stern, robust, and noble figure of a priest, towering above

this orphaned and pathetic gathering of frail humanity, extends a shielding arm over
some two or three. Weighed down by helplessness and shame, these joyless creatures are
not scurrying through the sand, or blithely plashing in the breakers. The gaiety of
healthy boyhood is denied to them. Their drooping attitudes are inert, morose, and
plaintive, while, as it were infected by the agony and pity of it all, the colour of the sea

is leaden, and the sun throws out no cheerful and invigorating radiance, but is merely
sultry.

* Shown at Madrid, the Salon, Munich (Gold Medal), Vienna (Gold Medal), and the Paris Exhibition,
where the artist was awarded the Grand Prix for his Triste Herercia. Sewing the G8ai/ 1s now the
property of the Venice Corporation.

T Beruete, o0p. ci2.
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. Critical

ae march of art in modern Spain has coincided with her evolution generally.
When, in the eighteenth century, the French or Bourbon Kings were settled
on the throne of Spain, the very life-breath of this nation emanated from
Versailles ; so that, in order to respire at all, the luckless Spaniards were compelled to
simulate a sympathy with, and ape the manners of, a race whose character is radically
different from their own. Even their literature declined into a tawdry imitation of the
French, replacing natural and sparkling gems by dull and worthless paste ; the typical,
vital, and inimitable Picaresque by nerveless and ephemeral travesties of Gallic forms and
Gallic modes of feeling. Nor did the Spanish painters seek a less humiliating destiny.
Born in a shallow, pleasure-loving, empty-headed, empty-hearted age, themselves devoid
of natural ability, unstimulated by the spur of popular approval of veracious and
ennobling art, they made no effort to shake off the cold, unedifying tutelage of Amiconi,
Giaquinto, Mengs, and other leaders of the stilted academic school which in those days
was tyrannizing over Europe.

Such, of the so-called painters of that lamentable and degenerate time, were Ferro
and Gonzilez Velazquez, Bayeu, Castillo, and Maella—names that have nearly perished
with the mediocrities who bore them. Excepting one alone, the rest of Spanish artists
were no better. For in this sterile wilderness of weeds, one flower sprang up unchoked
and reached its plenitude of beauty and maturity ; one bright though solitary beacon
cast its cheering glow across these gloomy decades of frivolity, corruption, and routine.

Francisco Goya is the second in importance of all Spanish painters. His life and
work alike require to be summed up in contradictory and complex terms. Sprung
from the humblest class, the son of simple tillers of the soil,* he grew to be a courtier
and the pampered confidant of princes ; and yet he never weeded out the primitive
rudeness from his peasant temper. A coarse, uneducated man, his character,
though oreatly resolute 1n certain crises, was swayed alternately by generous
and by ignoble feeling. His sense of humour was inherently profound ; but it
obtained together with a rooted disbelief in human good, so that a mingled and
discordant bitterness attends his very laughter. This taint of pessimism caused him
to bestow his preferential notice on the uglier side of life—its elements of cowardice or
fanaticism, of avarice, hypocrisy, or sensuality—and hence his characters, though
admirably truthful in the main, seldom excite our pleasurable interest. Although at
heart a democrat and revolutionary, and an unaffected hater of oppression and oppressive
institutions, such as the army, church, and aristocracy of Spain while these were
influenced by the earlier Bourbons, he notwithstanding was, from time to time, himself a
sycophant or tyrant. His sturdy self-reliance frequently assumed the form of arrant and

* Goya was born on March j3oth, 1746, at Fueﬁdetndos, a wretched village in a sparsely populated part
of Aragon.

17

M.E.C.D. 2017



M.E.C.D. 2017

THE ART OF JOAQUIN SOROLLA

offensive selfishness. His intimacy with the elevated classes wrought him chiefly harm.
Viewing their vices with a thinly veiled contempt, he lacked the moral stamina to
guard himself from their good-nature and complete his life-work unsupported by their
patronage. His correspondence, written in a tumid, egotistic style, confirms his greed
of money and of fame ; which greed, although his art is Spanish to the core, seduced his
private conduct from the patriotic path, and caused him to accept, with unbecoming
haste, a salaried yet opprobrious commission from the French usurper.”*

His work embraces every class of subject—portraiture and genre, pure landscape,
mistitled renderings of biblical history, popular and rustic scenes, with or without a
landscape setting, studies and sketches in the picaresco- mood, uniting sarcasm with
drollery. We note in him, as Pedro de Madrazo has declared, ““the realism of
Velazquez, the fantasy of Hogarth, the energy of Rembrandt, the delicacy of Titian,
Veronese, and Watteau.” Powerless to create imaginative pictures of the future
or the past, he viewed the life about him with an actual, robust regard, focusing
his undistracted vision on the present only. His art, while yet conspicuously
original, reveals throughout the influence of Velazquez ; for though he did not
imitate that mighty realist, he learned from him to look at nature with a clear,
direct, truth-seeking eye. His love of brilliant colours, finely juxtaposed or blended
with consummate taste, seems to have been suggested by Tiepolo; for while the
colouring of Velazquez is restrained and sad, Goya’s is the very soul of brilliancy.
The sitters of Velazquez wear a look of indolence and boredom: Goya’s are pulsing
with the very joie de la vie. His rendering of popular and rustic life has all the honest
spontaneity of Teniers. His figures, even when roughly and precipitately drawn,
possess immense vitality. His kings and queens, his courtiers and his peasants—all
have ¢ business and desire.” They move, and breathe, and speak to us. They are our
intimates, and manifest their moment and this painter’s in the restless and romantic
history of Spain ; just as the figures of Velazquez manifest their coexistence with the
ceremonious Hapsburg dynasty of melancholy, semi-moribund Castile.

Both Goya and Velazquez are supremely representative of Spanish painting in a
comprehensive sense, as well as of the social character of Spain precisely as it coincided
with their several lives and life-work. Each of these two great masters has immortalized
the Spanish century which was his own, and further, each was constitutionally suited
to his native century. For the high-born painter of the two was the child of an
aristocratic age, and the low-born painter was the child of a plebeilan—or (if I may coin
the word) plebeianized age. This happy fact has caused them to bequeath to us the
absolute historic truth ; for Spain beneath the Hapsburg rule was eminently jealous
and observant of her Visigothic and blue-blooded origin, and Spain beneath the rule of

the Bourbons was eminently parvenu and vulgar. It has been truthfully remarked that

* Namely, to choose, in company with the painters Napoli and Maella, the representative collection of
old masters which was removed to Paris by Napoleon.

t I say mistitled, for all of Goya’s so-called mythological or sacred characters are faithful portraits of
the people of his time.
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something of the aristocrat breathes in the lowliest sitters of Velazquez. Conversely,
something of the ignobly born breathes in the most exalted sitters of Goya. Ferdinand
the Seventh, as he snarls at us from Goya’s canvas, looks almost a cad, while any of the
dwarfs or hombres de placer perpetuated for us in the flesh and spirit by Velazquez, looks
almost a caballero.

In these consecutive yet eminently different periods in the history of the Peninsula,
we note a century of native and ancestral haughtiness and hidalguia, followed by a century
of enervating foppery introduced from France. The character of the French has no true
element of chivalry. It is inherently and constantly commercial. The fit device of
France 1s not the fasces or the fleur-de-lis, but the almighty sou. The first Frenchman
was a trader ; the first Spaniard, an Aidalgo. The French live well in order to create a
market for their costly, home-made wares which minister to luxury but provide the
plethoric purses of their manufacturer and merchant bourgeoisie.  The Spanish character,
on the contrary, as shown us in the picaresco plays and tales, displays a racial preference
to live from hand to mouth, sprung from a constitutional abhorrence of productive toil.
The eighteenth century in Spain was frivolous in the main j but its frivolity was
indulged in by the Spaniard to the profit of the alien, who exploited and grew fat
upon the follies of his subjugated neighbour ; inasmuch as very nearly all the Spaniards
of that century absorbed the Frenchman’s superficial and deceptive levity, but were
powerless to absorb his genuine and profound laboriousness. - During the century of
Hapsburg rule, it was regarded as a deep disgrace for even the humble classes to
pursue a trade, and nearly all the trades in this Peninsula were exercised by foreigners,
who consumed her energies just as the foreigner is consuming British energies to-day.

But when the French or Bourbon dynasty possessed the Spanish throne, these kings,

imbued with all the close commercialism of their race, themselves
tradesmen.*

Goya died and was buried at Bordeaux in 1828. He left no pupils worthy
to be thus denominated ; so that his influence, though destined to develop more and
more as time rolled on, has only operated at a lengthy distance from his death. The
cause of this was simple. Spain, in the opening quarter of the ninéteenth century, was
too distracted by internal strife, as well as by the foreigner’s tempestuous invasion of
her soil, to turn her troubled eyes to art. When she recovered from the nightmare
grasp of those calamities, she found herself the child of other times and other tendencies.
A second period of French influence—that of David and his pompous sect—had
now succeeded to the cold academism of the previous century. This newer influence,
conveyed across the Pyrenees by Juan Rivera, José Aparicio, and José de Madrazo—
three Spanish painters whose inborn ability was spoiled by their Parisian training—was
but a borrowed and reflected light at best, and rapidly flickered out in Spain
the parent light had flickered out in France.

The romantic movement crossed the Spanish frontier towards the year 1835 : yet

* For particulars of the factories, supported by the Spanish Bourbon Kings, of china, glass, paper, swords,
and textile fabrics, see my Ares and Crafis of Older Spain, Vol. II1, p. 115, etc, |

were positively

, just as
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its effect was unregenerative here, because, as I have shown, it sprang from a factitious
and delusive origin. Among the ardent and impressionable sons of Spain who gave
their unconditional allegiance to this movement, were three unquestionably gifted poets—
Zorrilla, Espronceda, and the Duke of Rivas; but since the talent and enthusiasm of
her painters were by no means so pronounced, it acted on these latter far less powerfully.
It has been even said that art in the Peninsula remained entirely unaffected by the
French Romantic School, much of whose influence is, however, noticeable in the work
of Ferrant, Elbo, Esquivel, Tejeo, Genaro Pérez Villaamil, and Gutierrez de la Vega.
These men were very mediocre artists, but one of them, Genaro Pérez Villaamil,
possessed a comical and striking personality. He styled himself a landscape-painter,
and professed to teach this subject at the National Academy of Art. Nevertheless, as
Martin Rico tells us in his entertaining Memoir, the members of Genaro’s class were
not allowed on any terms to stray into the open air. Each of them was immured
within a small and feebly lighted room, together with his requisite materials and a pile
of lithograph reproductions of the old Dutch masters. From these the student picked
a fragment here and there, combined these elements as best he could into the semblance

of a drawing, applied a coat or two ot colour, and handed in the whole concoction as
a natural and harmonious landscape.

The methods of Genaro Pérez Villaamil himself were no less singular. He seldom
uttered any criticism to his flock, but sometimes took a brush and lighted up their
lurid labours by the introduction of a fancy sunset. His own were executed in the
following manner. Gathering a lump of sepia, indigo, orange, or some other colour, on
his palette-knife, he dabbed it on the centre of his canvas j and from this blot, says
Martin Rico, ¢ there would immediately appear a range of mountains, a cascade, a forest,
or a cavern full of brigands. He gave me, I remember, one of these productions. It
purported to represent a cross upon a rock, such as is often met with on the roads of Spain,
and underneath he placed the sinister description, ¢ In this spot a man was murdered.’”

A false romanticism of this kind begets a fashion for the futile painting of dead
history. Such was the case towards this time in the Peninsula. The principal leader
of this movement, which attained its crisis in or about the year 1860, was Federico
Madrazo (1815-94), the son of Jos¢ Madrazo, and influenced, through his father, by
the Frenchman David. The young Madrazo’s style, while markedly eclectic as a
whole, inclined at certain moments to the realism of Velazquez. Had he been born a
little later, his work would have endured ; but as it was, he and his age alike combined
to neutralize each other in the world of art. Their baneful influence was inherently
and unavoidably reciprocal.

Madrazo was an indefatigable and self-sacrificing teacher. Among his long array
of pupils were Casado del Alisal (1831-86), Rosales (1836-73), and Martin Rico,
who, though of an advanced age, is still living. This artist, who departed very widely
from the theories and precepts of his master, is celebrated for his rendering of Spanish
landscape, such as the snow-clad prospects of the Guadarrama, or romantic nooks and
crannies of Castile or Andalusia. ¢ Few painters,” says a Spanish critic, ‘ have hitherto
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expressed with such convincing power the effects of sunlight falling on our gardens or
our towers, or on the scutcheons and the window-gratings of our ancient palaces.”

Casado was a dexterous painter of bad subjects ; that is, of bygone history no
longer serviceable to the eye of modern art. His best-known works, such as T%e
Baitle of Bailen, The Comuneros of Castile, The Last Moments of King Ferdinand the
Summoned, or The Cories taking the Oath at Cadiz, fail to attract us at this day, not from
deficient treatment, but because they represent no phase of history painted, as all
history must be painted, from the actual and contemporary scene. A similar
judgment must be passed upon Rosales, author, among a quantity of other paintings,
of Hamlet and Ophelia, The Death of Lucrece, Isabella the Catholic dictating her Will, and
The Presenting of Don Juan de Austria to the Emperor Charles the Fifth. Rosales had a
fine spontaneous gift for rendering light and shadow in the mass by leaving out
unnecessary detail ; but he died too early to mature the native talent which endowed
him in a generous degree. Had he been spared awhile, the realistic and reactionary
movement which was only just beginning at his death, would probably have reclaimed
his vision from the vain pursuit of buried and forgotten ages to the profitable
contemplation of a living world.* J

The reaction in favour of realism which began to show itself in Spain precisely at
the moment when the painting of dead history was on a manifest decline, was principally
due to the tuition and example of one single artist. This was the landscape-painter
Charles Haes (1831-98), who, though a Belgian by birth, had made his lifelong
residence in the Peninsula. No field could have been better suited to his labour, since the
Spaniards heretofore had represented natural scenery so very rarely that prior to the
middle of the nineteenth century only four—Mazo, Collantes, Brambilla,and Montalvo—
had practised landscape-painting as a self-contained and definite branch of art.t

The classes of Charles Haes were opened at Madrid in 1856. As in the case of
most reformers, the outset of his errand was ungrateful. His pupils, though attracted
by his patient courtesy, laughed at his landscapes scrupulously painted from the open
air, while they themselves, without a condescending glance at Nature’s self, composed,
in the kaleidoscopic manner of Genaro Villaamil, “impossible flights of orange-coloured

* Fortuny does not need to be included with this group of Spanish painters.  The character of his art
1s French, and though he was born in Catalufia, it has been justly said of him that he was “educated
outside Spain, lived outside Spain, flourished outside Spain, and died outside Spain.”

T Collantes and Brambilla are of slight account as artists, Bartolomé Montalvo (1769-1846) was not

‘much better. Collantes (1599-1656) was a pupil of Vicente Carducho, and painted figures and still-life, as
well as pure landscape. |

Juan Bautista Martinez del Mazo, who merits a higher rank among the older Spanish masters than he
‘actually holds, was born at Madrid towards the year 1600, and died in the same city in 1667. He was the
favourite and most gifted pupil of Velazquez, whose daughter, Dofia Francisca, he married. In addition to
his landscapes, which are relieved occasionally by the introduction of animated and attractive groups of
figures, he copied Titian and Rubens in so masterly a manner that these copies have often been mistaken for,
or wilfully passed off as, the originals. ' |

The Prado Gallery contains Mazo’s excellent View of the City of Zaragoza, a work which 15
enlivened by a multitude of figures sitting or standing, and conversing. Probably some of these were

executed or completed by Velazquez, who chanced to visit Zaragoza precisely at the time when Mazo was
engaged upon the painting. Shas i | _ ,
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scenery, studded with imaginary castles.” Yet this was only for a while. --Pr&sently the
manifest sincerity of Haes, together with the no less manifest and truthful power of his
doctrine, won over a continually increasing section, both of his pupils and of the wider
public. 'Work of his own, such as the noble prospects of the Cérro Coromado and
the Pena de los Enamorados, as well as that of two or three who studied under him,
attracted much attention at the series of biennial exhibitions which had recently been
organized in the capital of Spain. A genuine and deep-seated sympathy with realism
declared itself in every phase of Spanish art. Even the painters of dead history were
touched by it,and aimed at better colouring and better composition, or else, more wisely
still, forsook their arid ground and struck aside into the fertile fields of portraiture and
landscape.

This was about the time when the Pre-Raphaelites in England and the Impressionists
in France were almost simultaneously beginning to be known. Happily for Spain, the
fallacies of our British Brotherhood were never wafted to her shore. Not so, however,
with Impressionism, which has affected Spanish painting in a sensible degree, though
somewhat locally. Towards the concluding quarter of the nineteenth century, the
influence of the French plein-airiste group extended into Catalufia, where the respective
styles of Rousseau, Diaz, Millet, Courbet, and Corot were zealously reflected by the
painters Baixeras, Planella, Pellicer, Mercadé¢, Sans, Fabrés, Urgell, and Vayreda.

Nevertheless, this change was eminently for the good of the Peninsula. Hitherto the
merest appanage of France, she now regained her own volition, and began to be once more
herself. Sorolla, Gonzalez Bilbao, Rusifiol, Meifren, Mir, and Pli among her painters ;
Blay, Benlliure, and Querol among her sc:ulptnrs——these and many others are the virile
artist-offspring of a hopeful and rejuvenated Spain, who cleared from before her eyes the
mists of antiquated prejudice, and newly looked about her unto life. Not only at Madrid,
but in a nucleus of the provinces, and thence, by rapid and successive impulses, through-

‘out the greater portion of the land, such artists, stimulated, like all other classes of the

Spaniards, by this fortunate awakening, busied themselves to render in a natural, unideal-
ized, and unacademic form, the manifold customs and emotions of her labourer, artisan,
and peasant people. The painters Fierros, Plasencia, Souto, Uria, Silvio Fernindez,
Pradilla, and Martinez Abades in Galicia and Asturias ; Moreno Carbonero, Blanco
Coris, Villegas, and Garcia Ramos in Andalusia ; Cebnan Senent, Albert, Mezquita,
Leonar, and Amoros in Valencia—deserve the prmmpal credit of this movement. So
that, in modern Spanish art, the landscape and the rural or bucolic styles were twin
productions of a little later than the middle of the nineteenth century, and were associated
by a brotherly intimacy Part of their character was assimilated from a foreign source.
The other part 1s traceable, through Goya and the general line of Spanish reahsm to
Velazquez

Thus there had come to pass, originating, at a lapse of more than half a century,
from the blunt, uncmmprnmlsmg realism of Francisco Goya, a vigorous, W1de-reach1ng,
and successful agitation to revive the style of rustic genre. Though not the first in

literal priority, Sorolla is undoubtedly the first in rank and consequence of the initiators
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of this movement. His industry endowed their efforts with a vital and enduring
force. His genius was the oriflamme that led them on to victory. His art, at once
original and national, assisted, by its technical and spiritual grandeur, to remove their
need of foreign tutelage, fixing the proper middle-line between the riot of Impressionism
and the lethargy of routine, reading the glorious nature-truth for good and all, and
manifesting to the world innumerable excellencies of the scenery and customs of
contemporary Spain. |

Sincerity and actuality and sympathy—here are the qualities which make Sorolla’s
renderings of Spanish life at once so beautiful and so robust, establishing our belief
that not alone are they of vital interest now, but of a value which shall palpitate in far
futurity. All painting that is truly great depends infallibly upon the interaction of two
kinds of power in the artist. The one kind is the moral, intellectual, and emotional
power resulting from sincerity and actuality and sympathy : the other is the manual
and material power of technique.. The power of the heart creates and is created by the
power of the hand. Not otherwise have the privileged heart and hand combined to
form and animate the art of Joaquin Sorolla.

In the domain of art, sincerity, although related to, is not identical with sympathy.
It 1s a less exalted gift, bearing a close affinity to conscientiousness. Many a painter is
sincere, who is not also sympathetic. Even the sincerest seeker after truth may be
mistaken in his quest. The form he finds may be conventional, supposititious truth,
wearing the guise of truth by some impertinent misnomer. But sympathy points
torward to the undivided truth ; points to a vital figure, not a shadow ; not to artifice,
but natural emotion. Duty alone may prompt sincerity, but sympathy in its genuine
form is traceable to genius. True sympathy has more prevision than sincerity. . Mere
sincerity implies dependence on another ; but thorough sympathy is strong enough to
stand alone. And when, attended by technique and actuality, sincerity and sympathy
combine, then the result is not a fractionary, latent, or inactive, but a perfect, potent,
and amazingly creative genius.

1 copy in extenso Ruskin’s words on actuality in painting ; which words, though
undeservedly included with his indefensible defence of the Pre-Raphaelites, are in
themselves closely expressive of the truth. “What do you at present mean,” he asked,
“by historical painting? Nowadays, it means the endeavouring, by the power of
imagination, to portray some historical event of past days. But in the middle ages, it
meant representing the acts of 7b¢ir own days; and that is the only historical painting
worth a straw. Of all the wastes of time and sense which modernism has invented—
and they are many—none are so ridiculous as this endeavour to represent past history.
What do you suppose our descendants will care for our imaginations of the events
of former days? Suppose the Greeks, instead of representing their own warriors as
they fought at Marathon, had left us nothing but their imaginations of Egyptian
battles ; and suppose the Italians, in like manner, instead of portraits of Can Grande
and Dante, or of Leo the Tenth and Raphael, had left us nothing but imaginary
portraits of Pericles and Miltiades ? 'What fools we should have thought them | how
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bitterly we should have been provoked with their folly ! And that is precisely what
our descendants will feel towards us, so far as our grand historical and classical schools
are concerned. What do we care, they will say, what those nineteenth-century people
fancied about Greek and Roman history! If they had left us a few plain and rational
sculptures and pictures of their own battles, and their own men, in their everyday
dress, we should have thanked them. Well, but, you will say, we %ave left them
portraits of our great men, and paintings of our great battles. Yes, you have indeed,
and that 1s the only historical painting that you either have, or can have ; but you don’t
call that historical painting. . . . . As you examine into the career of historical
painting, you will be more and more struck ‘with the fact I have this evening stated to
you,—that none was ever truly great but that which represented the living forms and
daily deeds of the people among whom it arose ;—that all precious historical work
records, not the past, but the present.”

Spain 1s above all other lands the land of realists ; that is, in art, of painters of the
actual. From first to last the life-work of Velazquez, which consists of portraits,
landscapes,* genre, and renderings of so-called mythological or sacred subjects, 1s real
and therefore actual. It is completely and consistently non-retrospective, non-archaic.
All of it is truthfully to be defined as portraiture, using this term, not in the circum-
scribed and ordinary sense, but as it was pointed out by Bastien-Lepage, who wisely
said, “ I believe that everything in nature, even a tree, even still-life, should be treated
as a portrait.” For so it is, a portrait ; and all painting is, or should be, portraiture.

Velazquez had no speculation for the past. His eye and genius were in sympathy
with his age alone. - His only scope was portraiture. His canvases display to us the
manifold component characters of his century. His Christ and his Madonna, his Aisop
and Menippus, his Mars, and Mercury, and Vulcan, are simply, and despite their
fanciful appellations, Spaniards of his very time ; not fictions simulated from past
history, but facts proceeding from the native circumstances of his own. His Christ
1s not heroic and gigantic, in the muscular, mythologizing style of Michael Angelo ;
not a conventional embodiment of virtue, but the actual figure of a man—just such
a pale, prosaic martyr as the Inquisition roasted by the score, within five hundred paces
of the very studio of Velazquez.

* The landscapes and the landscape-backgrounds of Velazquez are not only sovereign and insuperable in
technique, but absolutely sympathetic, actual, and unconventional. Together with a thousand other paintings
by the older masters, they constitute a crushing refutation of that “irresponsible and dogmatic” phrase
by Ruskin—¢“None before Turner had lifted the veil from the face of nature ; the majesty of the hills and
forests had received no interpretation, and the clouds passed unrecorded from the face of the heaven which
they adorned, and of the earth to which they ministered.” —

Whoever but Velazquez could have rendered, with his happiness and truth, the sunny country, studded
with olives, poplars, and small oaks, and watered by the silvery Manzanares, that rolls in undulating slopes
between the Spanish royal palace and the snowy Guadarrama?  Again, those unobtrusive yet magnificent
studies from his pencil, now 1n the Prado Gallery, and titled Tke Gardens of the Villa Medicis at
Rome and Views of Aranjuez, would have been launched abroad to-day with blowing of Impressionistic
trumpets by those French experimentalists who squint at nature *“myopically and astigmatically,” resort to
muzziness to hide their ignorance of drawing, and din into our ears that they, and they alone, have framed and
have inaugurated all the rules of actual and genuine art in landscape-painting.
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Closely akin to actuality is swiftness. Protracted workmanship in painting violates
the triple truth of light and shade and atmosphere. All beings and all things whose
aspect, as our vision apprehends them, is effected by the vivifying influence of the sun
or moon, change in that aspect from one fraction of each instant to the fraction follow-
ing. Their constant state is not stagnation but vibration. Their symbol is a point
and not a line. Therefore the painter needs to catch their infinite transitions with an
infinite rapidity ; to render, by the limited means at his command, unlimited variety ;
and, by accomplishing the maximum of technical exactness with the minimum expendi-
ture of time, by one endeavour to achieve a twofold conquest.

In every artist of true capability, this power of swiftness was existent at his birth,
though further and assiduous discipline alone can strengthen him to seize and to retain
those evanescent and elusive semblances in nature. The secret of all realism, all
“impressionism ” proper, is contained in this—the very same which is unfolded by the
early realists in splendid and imperious silence, and subsequently, in a clamorous and
ostentatious fashion, by the modern French Impressionists. Sorolla, who proclaims it
quietly and nobly in his painting, in our familiar talk assures me that its knowledge beat
within him at all moments, just as rhythmical and constant as the beatings of his heart.
“lt came to me,” he says, “together with my earliest sympathy with nature. My
studies in the open air cannot admit of lengthy execution. I feel that if I painted
slowly, I positively could not paint at all,”

All painters who have painted slowly have produced their labour at a sacrifice of
atmosphere and natural truth. The finest atmosphere in all the world of painting 1s
the background of the Las Meninas of Velazquez, which is reproductive of a natural
and accustomed depth of gloom. Examining this background through a lens, we find
Velazquez to have moved his brush, charged with thin colour, in a swift and spacious
sweep. - The coating is diaphanous throughout. The very texture of the canvas is not
smothered up, but utilized to convey the semblance of tenuity.

Sympathy promotes and regulates the artist’s sense of value. Much error has been
propagated in this matter of artistic values.  All things,” protested Courbet, in reply
to certain of his critics, “are of an equal value to the painter.” Here lurks a pseudo-
truism.  All things are not of equal value unto nature’s self. This is precisely where
the painter must be able to discriminate. In nature and, by consequence, in art, the
value of all objects is not constant, but fluctuating ; not homogeneous, but diverse. All
things, as Ruskin pointed out, are  coexistent and yet separate.” No absolute isolation
is conceivable in nature. A spear, a plant, a tree, a piece of clothing—any object that
you please—has its particular value, and again, that other value which accrues to it from
casual or intended circumstances. Its incidental or premeditated neighbourhood to
other objects modifies these values by contributing to them other and contingent
values. These supplementary and complex values, interacting with its very own, affect
it as to form and colour, history, locality, and even ethics. In The Surrender of
Breda, by Velazquez, the row of lances have their quasi-isolated or particular value,
yet affect, and are affected by, the episode of which they are a factor. They intercept
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the sky, and influence, and are influenced by, the shades and values of that sky. Again,
these formidable weapons of Biscayan ash possess a martial and historic interest.

‘Their shape and length denote a certain moment in the annals of their native country.
“Who shall in consequence pretend that, as they tremble in the hands of living and

victorious. ‘soldiery,  they have the same significance and value as a row of lances
represented all alone ? |

Sympathy prompts the painter to discern and extricate these values that exist and
subexist in nature, While yet his composition as to colour, shape, and context must
be nature’s own, his system must be happily though truthfully selective ; must be
apposite and opportune, as well as natural. It is by no means unimportant whether
his subjects meet our eye in such a disposition or in such another one ; Whether their

‘moods, as he conveys them to our ken, be regular or fitful, grave or gay, serene or
agitated. 'The robes of cardinals are red ; but in one famous portrait such a robe

accentuates the sanguinary instincts of a certain cardinal whose ferocity upset the peace

of nations.. That robe contains at once a general and a special symbolism. Its colour
overspreads the character of the wearer in relation to a certain phase of history. So,

both in nature and in art, the circumstances which invest a person or a thing are often
as significant as, or more significant than, that person or that thing considered in a state

of quasi-isolation.

Sympathy, which endows our thoughts and actions with a superadded life, also
endows the painter’s canvas with a superadded vital power. It makes him conscious of
the soul, alike of persons and of things, as well as of their outer and apparent form.

Unsympathetic painters are precluded from a perfect greatness. For only sympathy is
able to perceive the spiritual beauty in its actual and true relation to the carnal. The

ugliness or beauty of a human being proceeds, not from the essence or the form alone,
but from the subtle interaction of the two. This inner and this outer symmetry or
ugliness are never disassociated. The relatively perfect human beauty is the union of
both symmetries ; the relatively perfect human ugliness, the union of both opposites
of symmetry. An outer symmetry may yet accompany a crooked soul, or else, as in
the Portrait of an Old Man with a Bulbous Nose, by Ghirlandajo, a want of outer
symmetry may be transfigured by a psychic sweetness—by the spiritual symmetry—into
a pleasing semblance that is almost physically beautiful. It was remarked by Bastien-

Lepage that “ most of Holbein’s heads are not beautiful in the plastic sense of the word,

but none the less they are singularly interesting. For, underneath their very ugliness
and vulgarity, we find the thought and feeling that glorifies everything. The peasant,
he too has his fashion of being sad or joyous, of feeling and of thinking. It is that

particular fashion which we must try to discover. When you have found out and

represented #at, it matters little if your personages have irregular features, clumsy

‘manners, and coarse hands. They cannot fail to be beautiful because they will be

living and thinking beings. The patient, conscientious study of nature—that is the
only thing worth having.”

The love of truth is normally inherent in mankind ; but few of us—alas, how very
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few-—are able to distinguish her unaided. For truth is not self-evident; as most of us
believe, but complex and recondite. Prejudice and routine have largely veiled her from
our eyes. Our vision and our reasoning alike partake of this deficiency. Speaking of
painters in particular, ““it is most difficult,” said ‘Ruskin, “and worthy of the greatest
men’s greatest effort, to render, as it should be rendered, the simplest of the natural
features of the earth.” And not alone such features, but everything that is a fact. * So
that the great historian, poet, novelist, or philosopher in their writings, the great
sculptor in his statues, and the great painter in his canvases, make us acquainted with
the truth by guiding us into her temple. Their sympathy evokes our own. Their
genius wakes and fortifies our dormant sensibility. Chosen high-priests of nature in
themselves, their ministry and devotion elevate us also into conscious and devoted
worshippers.

In spite of all its faults, this age of ours is predisposed to search whole-heartedly for
truth. Yet we-are spoiled by one infirmity. Nerves are the cause of nearly all our
recent disabilities. Such is our inborn aim, and yet our nerves resist and thwart
us in the consummation of this aim. For all our aspirations and investigations after
truth, we are a generation that is preyed upon by nervous weakness. As if in our
infirm belief we soared too far above the common earth to discipline our earthly
constitution, our politics and state-craft, our morals and our acts, are handicapped by
neurasthenia. Problems of sovereign issue, such as the social or political relations of
the woman to the man, of capital to labour, wealth to poverty, inventive effort to
executive, the veto of the State upon intemperance, or ignorance, or sloth-—engage
and interest us hourly. It is our honest and collective aim to grapple with these
arduous and ambitious problems ; but then, like the maleficent sprite escaping from
Pandora’s fabled casket, the demon of our nerves assails us with invisible shafts and
robs us of our victory.

Among the past or present victims of this demon we must count the masters and
disciples of Pre-Raphaelitism one and all; and nearly all the French Impressionists.
Their nature is not healthy, neither is their painting. “In art,” observed the Spaniard
Ganivet, “the logical is a/ways superior to the allegorical.” This truth was veiled from
the Pre-Raphaelites.  Their view of life was either fanciful and meaningless, or retro-
spective ; and it is obvious that, when we seek to disinter the past, we work with
borrowed eyes and ears. ¢ Eyery great man,” said Ruskin, in a lucid and deliberate
passage of his writings, *“paints what he sees or did see, his greatness being indeed
little else than his intense sense of fact.” - Therefore Pre-Raphaelistic painting has no
sense of fact ; since, for the sympathetic painter, every fact is of his moment, visible
and actual.

A healthy sympathy with art is not to be discovered in our medievalizing
Brotherhood, or (in the large majority of cases) in the prestidigitation of impressionizing
Frenchmen. Yet good example may create itself out of the ashes of the evil. Painting
in England has advanced but lamely from the ruins of Pre-Raphaelitism towards a
better goal ; while, on the other hand, in France, the saner masters of Impressionism—
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notably Renoir, Pissarro, Sisley, and Degas—have opportunely redirected modern art
towards those primitive and reticent “Impressionists” who led their privileged and
prolific lives before the troubled days of modern neurasthenia.

No prey to nervous weakness is Sorolla ; neither was Bastien-Lepage. There is a
splendid sympathy between these two—between the peasant-realist of modern France
and the peasant-realist of modern Spain. I make no effort to compare them critically.
It 1s a dangerous and often sterile labour, with respect to art, to pry about in order to
determine influences. Influence in art is to a vast extent fortuitous. Few painters
can themselves explain its origin. “I have no fixed rules and no particular method,”
pleaded Jules Bastien-Lepage ; 1 paint things just as I see them, sometimes in one
fashion, sometimes in another, and afterwards I bear people say that they are like Rembrands
or like Clouet.” Influence in art is conscious, or unconscious, or subconscious. Who
shall, in any given case, definitively separate the three? A chance inspection of a print
or drawing brought by Fortune’s fingers from Japan, may have affected the entire work
of Whistler, and hence, through Whistler, much, or possibly the whole, of recent art.
Strong in the mass; the web of life is spun from infinitely tiny strands. A gradual
or abrupt accretion of coincidences is the groundwork of all progress ; and what was.
yesterday an isolated accident, to-day is an absorbing purpose.

And so, to state the simple truth, Joaquin Sorolla and Jules Bastien-Lepage are just
two parallel examples of extraordinary peasant-genius. Their early circumstances
were the same. We read of Bastien-Lepage, “his parents were poor, and he had to
make his own way in the world.” Again, “at home or at school, he was always
drawing, on the margin of his lesson-books, on the doors and walls.” And again,
““his native courage and good spirits, together with that invincible tenacity of purpose
which was so marked a feature of his character, stood him in good stead, and helped him
through the trials and difficulties of the next few years.”” These very sentences are
applicable to Sorolla. Both of these men unite a peasant’s vision with immense inter-
pretative genius. They are at once sincere and actual, profoundly sympathetic, mighty
masters of technique. Their view is not deflected by the neurasthenia of over-
culture. They do not strain to found a blatant sect or school, to disinter past manner-
isms, to make themselves conspicuous by a novel idiocrasy ; but to be Nature’s servitors
alone, and by this sacrifice to minister to her glory.

They are apart from, and superior to, the modern French ¢ Impressionists.” Their
art 1s healthier, more spontaneous, and more earnest. They are the older-fashioned and
the purer species of Impressionist—that is, the simple realist. They are a new Teniers, a
new Velazquez, a new Goya, a new Constable. They may appear, to the careless critic,
to be innovators, but are positive descendants and direct continuators of an ancient and
illustrious artist-line. And why, apart from by-considerations of technique, have they
accomplished so unusual a triumph ? To an immense extent, because the soundness
of their peasant-nerves does not affect their retina adversely. They do not speculate or
worry, but they see. Theirs i1s the peasant-influence that our modern world of art
most needed. They are the very best corrective of our physical and social neurasthenia.
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“In order to express,” says Beruete, “the subtle yet intense vibrations of the sun-
light, Sorolla sometimes uses crisp, small touches of the brush, though not in the
extravagant fashion of the French Impressionists. He saw and speedily absorbed all
that is healthy in the various phases of Impressionism ; and so, in painting landscape,
he banishes from his palette black or blackish, non-transparent colours, such as were
formerly in vogue for rendering shadow. But, on the other hand, his canvases contain
a great variety of blues and violets balanced and juxtaposed with reds and yellows.
These, and the skilful use of white, provide him with a colour-scheme of great simplicity,
originality, and beauty.”

A countryman of the Impressionists confirms this eulogy. Camille Mauclair has
stated of Sorolla’s painting,—*“On y trouve a l'analyse, des qualités solides, une
assise, un savoir, que bien peu d'impressionistes ont pu montrer dans leur art captivant
mais vacillant, ou la vibration chromatique trop souvent dévore les formes et détruit la
stabilite de l'architecture du sol.” He also comments on the swiftness of Sorolla’s
workmanship, of which, he says, ¢ L’éclat subit dissimule la longue préparation.” The
lifelong preparation. The truth is better indicated here than in this other sentence. “No
great thing was ever done by great effort : a great thing can only be done by a great man,
and he does 1t without effort.” These latter words by Ruskin point a superficial aspect ot
the truth. Nothing atall in this world is accomplished without effort ; and in proportion
as the “thing” is worthy of achievement, so is the effort greater. But, in all cases of con-
summate art, the couscious effort and the comscious pains were long precedent and

preparatory to the fact, and therefore, when the latter stands before usin a perfect shape,
the effort is, or seems to have become, subsensible.

An “infinite power of taking pains,” and concentrating their effect in vast achieve-
ments which burst forth on our bewildered and delighted gaze as’ though they were
unstudied and spontaneous, occurs but twice or thrice in any century. Nature, as it
were, invests these rarely patientand perceptive characters with %er facility and sureness,
her puissance and fecundity. Such, as an artist, is Sorolla. His vision and his touch—
““une main aussi prompte a peindre que le regard a percevoir ’—identify their purpose
to convey the pure interpretation of the truth. A spirit of herculean effort is absorbed
into his very being, beating so close and constant that it is assimilated with a facile yet
emotive spontaneity. Il peint aussi naturellement qu’il parle, sans méme se douter
qu’il en puisse étre autrement et que le tour de force perpétuel ne soit pas I’habitude de
tout peintre.” The difficult appears to succumb before the practice of surmounting
difficulty. He is unconscious, through association, of the terrors of technique. The
world exists for him twice over. He is at once the eye and hand of Nature, and his
own. Although the strife takes place, it seems no longer arduous to strive ; and yet
infallibly to strive is to obtain.

Therefore no subject that exists in life, or in life’s mirror, art, is too ambitious for
Sorolla. Like an athlete outstripping every other in a race, he is unfaltering, unflagging,
and supreme. He has no false direction to retrace, nothing whatever to unlearn; but
has advanced from mastering slighter things to mastering the very greatest. His
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method 1s the undisguised and naked truth. Disdaining nugatory pointillism and
the petulant procédé de la tache, he practises no legerdemain of daubs and
dashes. Where colour should be applied thinly, he applies it thinly, and where
densely, densely ; rendering, as it were, the natural technique of nature. What colour
s 1n actual life, such is Sorolla’s colouring ; and history, as she breathes to-day, will
call to other generations from his canvas.

Children exulting in their pastime, girls with their skipping-rope, nude boys dis-
porting in the sea, grown people of all ranks and occupations, from kings and queens in
palaces to peasants pressing raisins in a shed, nobles and caballeros of unfurrowed
countenance and creaseless clothing, ragged and rugged fishers, tanned to an equal
brownness with their nets, the acts and the emotions of the coast or countryside, the
placid harvest of the fields or perilous harvest of the deep, cattle of majestic stride that
beach the boats or pasture in the glebe, subtle effects of air and light, the luminous gleam
that filters through a sheet, a parasol, or a sail, the swaying of grass or boughs or
draperies in the wind, zephyrs that wanton in a woman’s hair or in the plumy foliage,
the sprouting or declining leaves, umbrageous depths of forest, the stillness of still water,
bellowing breakers, ripples that whisper over and caress the sand—Sorolla’s genius has
expressed them every one. ‘All of them pure veracities, therefore immortal.” His
loving industry confirmed and multiplied that genius. His diligent and loyal servitude
to Nature reaped its due reward. Now she has elevated him beside herself, and crowns
him with her own felicity.

Pre-Raphaelitism, medievalism, pointillism, chromatism ; wilful and capricious
lookings back or lookings forward; theory upon theory; fad upon fad—should
all these sickly innovations be committed to the tomb, their loss will not affect us
vitally. But alas for art when man should finally discard his interest in the life that is
around, essential to, and interwoven with himself; when he should finally avert his
eyes from fact to superstition ; should hold in less than paramount esteem, the shape and
soul of men and things, not as they might have been before, or may be after him, but as
they bear him company between the actual limits of his birth and death. For this—the
earnest, undivided study of his days alone—alone can yield him an approximated know-
ledge of the perfect truth; a noble privilege in answer to a noble quest ; a triumph

worthy to be chronicled by Progress on the purest and most lasting table of her
golden archives.

LEONARD WILLIAMS

30



Qenor Sorolla
" will be pleased
¥ to undertake a

few Commussions for Por-

traits. For particulars, apply
to the Manager of the Gallery

M.E.C.D. 2017




M.E.C.D. 2017

=) LL the Pictures
%
L= 5 Fxhibited by

meanfa
Senor Sorolla

are for Sale, with the
exception of the Portraits
kindly lent by owners.

Application for the purchase of Pictures
must be made to the Manager of
Sorolla’s Exhibition, at the Grafton
Galleries, or to the St. James’s Gallery,
4a King Street, St. James's, S.W.

e L S—




vl Lede

Numbers and Titles of the Paintings
by Senor Sorolla

which are exhibited in the Grafton Galleries

NOTE.—The Galleries are in the following order as they are entered from Grafton
Street :—The Octagonal Gallery, the Large Gallery, the Central Gallery, Small
AnnexeZto the Long Gallery, the Long Gallery. In each of these Galleries the
numbers of the Paintings run from left to right and top to bottom.
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IN THE OGEAGONAY GATIERY
“‘:ﬁ/”‘i ¢4
. No. Title of Painting
s My Children ”

“ My Daughter Helen ”
“ Near Madrid > )

Colour-Notes, Venice, Valencia, and Asturias
“Toledo ”

Colour-Notes, Valencia and Asturias
“ My Children ”

‘“ Auto-Portrait of Sorolla >

ok
O 0O N O B LW N

Colour-Notes, Asturias and Leén

Colour-Notes, Valencia

e
o

+

¢ Orange-Trees %

Colour-Notes

—
N
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No.
13
14
15
16
17
18
19
20
21
22
23
24

37
38
39
40
AT

PAINTINGS EXHIBITED IN THE GRAFTON GALLERIES

Title of Painting
< On the Coast of Asturias” €

“'On the Sands, Biarritz ™
‘“My Daughter Mary ”

“ My Daughter Helen ™
“The Doll’s Promenade ”

Colour-Notes, Venice and Leon

“ My Son Joaquin ”

«“ The Sketcher”

Colour-Notes, L.eon and Asturias

“ Dofia Maria Henestrosa, Daughter of the Duke of Santo Mauro™
““ In the Gardens of the Alcazar, Seville ”

Drawing

¢ Fisher-Folk Resting ™ &,

«“ In the Gardens of the Alcazar, Seville ~

Drawing

““ Mother”

“My Daughter Mary ™

““ My Son Joaquin

“« My Daughter and her;Grandmother ”
Drawing

““ Sefior Beruete (Junior)”

“ Antonio Gomar, Landscape-Painter:”,
Drawing

Drawing

Drawing

Drawing
Drawing

Drawing

Drawing
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No. Title of Painting
42 “The Sorolla Family ”

-+ 43 “Sefiora de Sorolla”
4+ 44 “ A Valencian Cottage ”
— 45 ¢ Senor Blasco Ibafez”
-+ 46 “The Harbour, Valencia”
47 “Dr. Madinaveitia”
IN THE LARGE GALLERY Adriy —
Title of Painting
‘““ An Experiment”
““ The Seashore, Valencia”— Ve plr f‘li‘ X L 2 0
“ Preparing for the Bath ”
« A BIETE. Ob o iaels | o
Colour-Notes, Asturias | \ : j
“ At Biarritz”’ ¢ /)/E,,?ﬁ/mf/"ﬁ" /, o len \\__ 2(}"& -'
<« At Biarritz” ~ y2a _el o 5 /
Colour-Notes, Valencia sy
“ At Biarritz” | — . 2Lt O '

““ Sefiora de Sorolla”
58 ¢ Near San Estéban, Asturias”

+
T
SRR The Bridge of San Martin, Toledo ”
60 ““ Sefior Don Estanislao de Urquijo ”
=t 61 “ An Old Sea-Dog ”
_-fn

62 < The Duke of Berwick and Alba, Grandee of Spain

63 “Swimmers”
64 ‘ Sefiora de Urquiio and Child”
65 “The Marquis of Viana, Grandee of Spain ”

66 < Dr. Gutierrez, Count of San Eugenio”
~} 67 * Fishers”

68 < Dofa Maria Luisa Maldonado y Salavert ”
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No. Title of Paintin
69 < Segovia’” &, :
-+ 70 ¢ Segovia
4+ 71 “Sewing Nets”
72  The Skipping-rope” (O ¥
-k =73 “The Beach of Valencia* ~——— VWAW o
74 ““ The Beach of Valencia”
75 My Daughter Mary ™
+ 76 < Beaching the Boat, Valencia ”
77 ¢ Sefiora de Sorolla ”
W 78 ‘ At Low Tide, Biarritz”
4 79 ¢ Gathering Oranges, Valencia ”
-+ 8o “The Bridge of Alcantara, Toledo
- 81 “The Castle of San Servando, Toledo ™
—+ 92 “ An Old Spaniard of Old Castile. The Glass of Wine ”
<+ 83 “ Mme Granzow and Son”
34 < Her Majesty Queen Victoria Eugénie of Spain, Crowned ”
85 “ His Royal Highness the Prince of Asturias”
*86 “ Her Royal Highness Princess Henry of Battenberg ”

37 ‘“ His Majesty King Alfonso the Thirteenth of Spain ”
(This Portrait is signed by His Majesty King Alfonso)

38 * His Royal Highness the Prince of Asturias”
89 “ Her Royal Highness the Infanta Isabella of Spain ”
=+ 9o ‘ Sefiora de Sorolla ”
- 91 “ Sefior Don Aureliano de Beruete ”
92  Sefora de Beruete ”
93 “ Sefiora de Rodriguez ”
““ On the Beach, Valencia”

95 “ The Swimmer ”

4+
b

* Not yet completed
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Title of Paintir;g_ﬁ
96 ¢ The Port of Valencia” g1ttt £

| P&/,
=+ 97 “In the Alcazar of Seville ”
98 “ Valencian Fisherwomen ” {)
4= 99 ¢ Seiiora de Sorolla ”
100 ‘“ Peasants of Leén ” O
-4 101 “ Waiting on the Beach, Valencia”

4102 “ In the Gardens of the Alcazar, Seville ”
103 “ The Port, Valencia ” O |

104 “ The Return ot the Fishing-Boat” @)

IN THE CENTRAL GALLERY

No.
105§ “ A Valencian Cottage ”

106 ¢ At Biarritz ”

Title of Painting

]

107 ““ Boats’

$ 44

108 Colour-Notes

109 *Cape San Antonio, Javea” ()
110 “ The Beach of Valencia” (@

111 Colour-Notes
112 Colour-Notes
-3 113 “ A Girl of Valencia”
~t= 114 “ Victor Hugo’s House, Pasages ”

115 “The Beach of Valencia” 4 engl oo lo ok };é
116 Colour-Notes

- 117 ‘“Fishers”

+ 118 “ Bathers”

i 19" Feresita
_f?'_ 120 ““ El Nalon, Asturias”
~ 121 “In the Gardens of the Alcazar, Seville ”
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No. Title of Painting
122 “ Sea-Nymphs ™

123 “ View of Seville”

e

124 ‘“ Among the Roses”
125 Colour-Notes

126 “ Her Majesty Queen Victoria Eugenie of Spain, wearing the Black
Mantilla >

127 ““ The Bridge of Triana, Seville ” O
128 “ My Daughter’s Convalescence ”
129 Colour-Notes

— 130 “ At La Granja” 5
131 “ Sunset, Biarritz” V, M\-ﬂ(“&z*} s /? 4

< 132 “ Catching Crabs ” I

133 “The Harbour of Valencia” &

134 * Pucnte del Real”™ O

135 “The Forest

136 A Study in Silver”

137 “The Photographer Franzen”

138 “ Rocks at Javea”

139 “ A Spanish Gipsy” @

140 ““The Port of Javea ”

141 “ Sefior Don Manuel B. Cossio” — #2+ «ﬁétﬁé éﬁ-"f
142 “ Seascape” . |
143 ““In the Gardens of the Alcizar, Seville”

144 “In the Gardens of the Alcazar, Seville ”

145 “A Pine-Grove in Asturias ”

146 “Helen” ©

147 “ A Fountain”

148 “ A Vine-Trellis”

149 “ Boy and Boat”

++4 +

L

++ 4+ T

~L++
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THE BOURBON PRINCE. By Goya.

NOW ON VIEW at the St. James’s Gallery, 4a King Street, St. James’s, S.W,

ADMISSION FREE.
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No. Title of Painting
150 “ At La Granja”

yer & Idyﬂ "

152 “ A Promenade at Biarritz ~

153 “ Afraid of his Bath ”

154 “The Way into the Wood ”

155 “ My Wife Reading ”

156 Colour-Notes

1¢7 < The Nalon, Asturias™ = Ve el
158 ¢ In the Gardens of the Alcazar, Seville
150 * Beatrice

160 “The Beach of Valencia”

161  Canada, Asturias’

44+ ++

¢ f-_ (o

o 7 Go

162 Colour-Notes

163 “ A Fountain at La Granja”

164  The Fountain of Neptune, La Granja”

165 « His Majesty King Alfonso the Thirteenth of Spain, wearing the

Uniform of the Spanish Hussars ”
166 “ Looking at the Fishes”

167 ““ A Fountain at La Granja”
168 ““ The Forest, La Granja”
169 “ A Valencian Girl ”
170  Fisherwomen ™

171 Colour-Notes

i72 “ Orange-Trees ” &
173 “ Mending the Sail ”
174 “ Boy and Boat " {)
175 Colour-Notes

176 ¢ The Beach of Valencia”

177 “ By the Fountain” | -/

+ + _}J- 1

e

1~

41

M.E.C.D. 2017
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No. Title of Painting
173 “Women in the Shadow of a Boat”

179 “Segovians
130 ‘“ A Courtyard, El Cabaiial ™
181 Colour-Notes

| 182 “Child in the Water, Valencia” ﬂf- m{{nf‘;w jﬁg

IN THE SMALL ANNEXE

LEADING TO THE LONG GALLERY

No. Title of Painting
183 “ Don Juan de las Barcenas ”

184 “ Fuente del Castilo” Y

185  Seascape, Asturias”

+ 4

: b

186 ¢ Valencian Fisherwoman’
187 “ Fishermen, Valencia” )
188 * Stormy Weather” O
189 * The Beach of Valencia”

190 ‘“ Rope-makers”

=

il

191 Colour-Notes
<4 192 “ A Well and Ducks

T 193 * Blossoms

4194 * Blossoms”

+4+-195 “The Beach of Valencia”

-+ 196 ““In the Gardens of the Alcazar, Seville ™
=197 ¢ Painting the Boat ”

+-198 “ A Church”

199 Colour-Notes
IN THE LONG GALLERY

No. Title ot Painting
+ 200 “ A Baby-Girl with a Bunch GfGrapes v

i 201 Study of a Child "
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No. T1 1& of Painting - 2
202 “haledn . VLA u@irﬁ ESEOW 8D Amou

203 “ Return of the Fishing-Boat” &)
204 “The Beach of Valencia”

-} 205 *“El Tio Panza =

& 206 “Hayricks, Asturias”

ﬂ,n 207 “ Drying the Sails ™

— 208 “La Angorilla ™

+ 209 “ Turkeys ”

210 “The Palace of La Granja”

211 “ My Daughter Mary”

212 “The Marquis of Havana”

213 “ Aged Fishermen”

214 “The Duchess of Villahermosa ”
215 Colour-Notes

t + + 44

4 216 “The Spanish Actress, Dona Maria Guerrero”
217 Colour-Notes

218 “ Mending Nets” :
219 “ Las Pedrizas, Guadarrama Mountains "’ %~ Mpﬁ*‘@ / E,Z o
220 Colour-Notes

221 “5t. Vincent’'s Well, Valencia ™ ‘ Q

222 “Summer” —we———_ ) o 5 :f.,,[/”é_ f“’,” iemmantt ko)

223 “The Sierra de Guadarrama "

<+ 224 “ My Father-in-law ”

225 Colour-Notes

- 226 “The Beach of Valencia” WM

—r\
+ 227 “Orange-Trees”
=

228 “ Grapes” j éﬂ
- = - o) Yl %« ¢;£ 55:* i &
- 229 ‘“Raisin-Pickers, Javea” 44’4@ - o R L4 7

<~ 230 “The Harbour of Valencia”
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[ Title of Painting
+ 231 “The Lighthouse Rocks, Biarritz ”

-+ 232 “The Beach of Valencia”
& 2na e Pecrer

234 Colour-Notes
- 235 “Valencian Fisherwomen ”

~= 220 * The Golden Tree, La Granja

237 “ His Majesty King Alfonso the Thirteenth of Spain, wearing the
Uniform of Colonel of the 16th Lancers”

(Przsentation Portrait from His Maiesty King Alfonso to his English Regiment)
238 “ Fishing, Valencia” ()
239 “ A Blind Man, Toledo ”
240 Colour-Notes

242 * Fl Torneo, Pardo™
243 Colour-Notes
244 “ Rio de los Sardines, La Granja ”
245 Colour-Notes
+ 246 “The Marquis de la Viega”
+— 247 “ Rope-makers”
i 248 “The Pardo, near Madrid ”
249 Colour-Notes
4 250 “My Daughter Mary”
=251 “Packing 'Raisins, Javea’
4 252 “The Count of Villagonzalo ”
253 Colour-Notes
-+~ 254 The Sea at Javea™
=~ 255 “The Market, Leén”
4 256 “Orange-Trees”
=+ 257 “An Old Fisherman”

+
& 241 “Tea-Roses”
-t
i 3
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PAINTINGS EXHIBITED IN THE GRAFTON GALLERIES

No. Title of Painting

4 2:8 « A Boy Sitting on a Rock, Javea”
g The Beach, Biarritz” s

4 260 “Oranges’
261 ““ Dr. Sandoval”

262 Colour-Notes

267 ‘At Biarritz ~

264 “The Bridge of San Martin, Toledo ”
26¢ “ Drying Nets”

266 Colour-Notes

267 “The Courtyard, Portaceli 2

268 “ An Off-shore Breeze, Valencia”

269 ¢ Oranges "
270 “ Oranges "

271 “ A Child, Javea” /,;,Az) i | 4 y(:’ -

272 “ Pimientos " Yens

PO . S e + 4 7

273 “ In the Gardens of the Alcazar, Seville ™
274 * Blossoms ~
275 * Pefalara, from La Granja”

276 “The Reflection of the Bridge of Alcantara, Toledo ~
277 “ Helen and her Dolls ”
278 * A Boat 7 )
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Visitors to° the Sorolla Exhibition
are cordially invited to pay

ST. JAMES’S
GALLERIES

4a King Street, St. James's, S.W.

(Four doors from Christie’s)

Where they will be able to inspect an extensive
and varied Collection of Paintings (Oil and Water-

colour) by the greatest Old and Modern Masters,

Mezzotint Engravings, Sporting Prints, etc.

A particularly fine Series of Paintings by Old
and Modern Spanish Masters.

" ADMISSION FREE
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. . For . .

DINING ROOM OF THE PALL MALL RESTAURANT.

HE motto of the Establish- | First-class Cuisine at moderate prices. e xenlaton e
: ment, Venez el wous revien- AP : C G - experts & %ﬂgﬁc:r;& Tl-irﬂuugh?
drez, has been steadily acted up rix Fix et a 1a Carte, rill ecialities : : 1
SR e e L P . out, making the Restaurant the

j , ; : coolest in summer and the
gained their experience at the An Ideal Place for Playgoer’s Dinner, warmest in winter, For this
;‘:".ﬂgf indt;he-ﬂatﬂl:un;ﬂth; ?Eg reason the Pall Mall is not only
inest Testaurants in London SUPPER AFTER THE THEATRE. - :

therefore in the world—make Yoty Poptiar Wich-ite English

: : ; lients, but attracts the most
themselves petsonally responsi- | Redecorated & neawly wentilated., Oven on Sundav. | & ! * :
semmsalflaiie ollas inls Ay P 2 favourable notice of American

: Ladies and Gentlemen who are
venience of all their customers. AMERICAN BAR. spending a few weeksin London

‘The distinctive features of the Pall Mall Restaurant are moderate charges, unremitting personal supervision on the part of the Proprietors,
the best quality of food, and the most attentive service, combined with scrupulous cleanliness. Two Dinners are prepared every evening,
one at &/= and the other at 3/@. They are different in every course.

P. DEGIULI & A. BORIANI, Proprietors,

Telephone 1486 Gerrard. Late of Sawoy and Carlton Hotels,
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Sesior Sorolla will undertake a few Commissions for Portrails,

For particulars, apply to the Manager of the Gallery.

59

M.E.C.D. 2017



“ Goars”

6o

M.E.C.D. 2017



=

!
e ".....nm:._.,..n..v i

o

A e sk
et

Foam”’

THE

TN

e
e kot st bl o

'3

BAN, ASTURIAS

.

STE

““SanN E

I

6

M.E.C.D. 2017



A Very Rare
Black Hawthorn

EDWARD
GALLERY

Vase

NEW BOND
STREET
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LONDON, W.
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Senor Sorolla will undertake a few Commissions ror Portraits.
For particulars, apply to the Manager o, the Gallery.
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Senor Sorolla will undertake a few Commissions for Portraits.
For particulars, apply 1o the Manager of the Gallery.
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““ THE BRIDGE OF ALCANTARA, TOLEDO”
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Senor Sorolla will undertake a few Commissions for Portraiis.
For particulars, apply to the Manager of the Gallery.
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Senor Sorolla will undertake a few Commissions for Portrails.
For particulars, apply to the Manager of the Gallery.
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‘““ HAYRICKS, ASTURIAS”
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for Portraits,

For particulars, apply to the Manager of the Gallery.
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““ PORTRAIT OF A LAbY?”
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Senor Sorolla will undertake a few Commissions for Portraits.
For particulars, apply to the Manager of the Gallery.
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«« THE WOUNDED FISHERMAN



““THE FRESHENING BREEZE ”
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‘¢« PORTRAIT OF A LaADY”

Soinor Sorolla will undertske a few Commissions for Portrails.
For particulars, apply to the Manager of the Gallery.
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PORCELAIN
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GORER

170 NEW BOND STREET
LONDON, W.
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“« SENOR DoN AURELIANO BERUETE "

Seitor Sorolla will undertake a few Commissions for Portraits.
For particulars, apply to the Manager of the Gallery.
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MESSRS. BELL'’S B
. @
Ihestrated Mindalure Catalogue of Books on At sent on apdlication.
HANDBOOKS OF THE GREAT MASTERS | "LOOK AT PICTURES ™ |
- HOW TO LOOK AT PICTURES. By ROBERT ,.
IN PAINTING AND SCULPTURE R S e B L S
2= etter gift tor people who are dimly * f '
i that they * knﬁw nﬂtlﬁngﬂab:}ut them,’ cnuld I?Gt 'brne fgﬁﬂﬂr’?‘i 5;];5&?2;:3 tegaet
Epitep By G. C. WILLIAMSON, Litt.D. HOW TGSF%%E;*II?I{}‘?{’ PﬁﬁﬁTIﬁ{iﬂ
: : i IT MINIA-
With 40 Illustrations Eté‘ld Phntﬂ.%ravure F}':ﬂntmp'ecﬂ, Large | TURES. By Georce C. Wirriamson, Litt.D. With |
post 8vo. 3s. 6d. net each. Chapters on the Painting of Miniatures by ArLvn WiLLIAMS,
R.B.A. With 40 Plates, illustrating upwards of 7o
Each volume contains, in addition to the usual bmgraph:cal Miniatures.
information, critical Chdpt&l“i :ie:ﬂmg with the artist's matters, “By its arrangement and contents this most .useful book will be found of
school, mﬂuan::e& characteristics, mannerisms, and techmqu 5 t;:e. greatest assistance to the collector. . . . A very valuable contribution to
A.fn elaborate list of works arranged according to the galleries the literature of the subject. '_Pj:t g ‘;’”E";'; {’n‘i’i‘gﬂg
of Europe is appended with deqcnptmns and notes as to their |
origin, history, and sizes. The volumes are printed on light ART AND THE CAMERA' E}r ANTONY
paper, and the illustrations are inserted as plates. ‘ Guest. With 49 Plates.
* Mr. Guest's book is always original, always stimulating, and (to my mind)
_ almost always rlght It is a most important and welcome addition to photo-
' : . e, —. A 2naieiery Qg 7,
Volumes on the followiaz Masters are naw ready : graphic literature.”— a4 ditie :ﬁ&é
0st 8vo 8. net.
BOTTICELLI - MEMLINC
sl R ANCRLO HOW TO COLL“ECT BOOKS. By J. HERBERT
CORREGGIO PERUGINO SLATER, Editor of *‘ Book PI'IEI&S Cuarrent,” Author of ** The
CRIVELLI PIERO DELLA FRANCESCA Romance of Book-Collecting,” etc. With numerous Full-
DELLA ROBBIA PINTORICCHIO page Plate@ ;;‘g];’tg‘; ﬁgﬂfﬂl‘;‘”“- =
ANDREA DEL SARTO RAPHAEL D I N. Post8vo. 68. net.
DONATELLO REMBRANDT HOW TO COLLECT OLD FURNITURE. By
GERARD DOU RUBENS FREDFRIGI{ LrrcurieLn, Author of ‘‘Illustrated History of
g;fggizm FERRARI LUCA SIGNORELLI E*iwnlt:.lrr.,, etc. With 40 Plates and numerous other
SODOMA ustrations.
GIORGIONE TINTORETTO | SEVENTH THOUSAND. PostEvo. 58 net.
GIOTTO VAN DYCK HOW TO IDENTIFY OLD CHINA. A Hand-
FRANS HALS VELAZQUEZ
LEONARDO DA VINCI | el book for Collectors of English Pottery and Porcelain. By
LUINI | i H Mrs. "W'lLLDUGHH? Hancﬁﬂw With 40 Plates and numerous
]-‘-::st Evﬂ. 68. net.
Write for a detailed Prospectus and Specinien Plates, HOW TO COLLECT POSTAGE STAMPS.
sent post free on application. By B. T K. SmitH,
LONDON: GEORGE BELL & SONS, YORK HOUSE, PORTUGAL STREET, W.C.
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Thompson (‘3 CO., Importers of Havana Cigars and Cigarette Manufacturers.
Established 1858. 8 New Bond Street, LONDON, W.

Established 1856.
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““ My CHILDREN"

LENNIE DAVIS, Ltd,

Antigue Works of Art,

LONDON

=

9

9

26a ALBEMARLE STREET

e

A few doors from the Grafton Galleries

(
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TWO DELIGHTFUL BOOKS ON SPAIN

By LEONARD WILLIAMS

-
=

LEONARD WILLIAMS

Phliota. Evriest Midls

The Arts and Crafts of Older Spain

Published by T. N. Foulis, I.ondon and Edinburgh

With over 170 full-page illustrations; bound in buckram, 3 volumes, small 4to, 15/- net.
Also an edition de luxe, printed on hand-made paper and handsomely bound in vellum
(250 numbered copies), 63/- net.

** Mr. Leonard Willian.s has a fascinating theme to expotnd, and he has treated it worthily, with care, research, insight,

and scholarship. We know of no work in English to compare in thoroughness with these three volumes, remarkable as they are
for sound sense and thorough krowlcdge.'— Morning Post.

By the same Author

Granada . Memories, Adventures, Studies, and Impressions
Published by W. Heinemann, 20 & 21 Bedford St., London, W.C.

With a frontispiece in colour, and black and white illustrations from photographs by
the Author. Cover designed by the Author. 7,6 net.

“ A graphic and picturesque tale of travel."—7he Times.




Visitors to the Sorolla Exhibition
are cord1ally 1nv1ted to pay

ST. JAMES'’S
GALLERIES

4a King Street, St. J ames"s, S.W.

(Four doors from Christie's)

Where they will be able to inspc(;t an  extensive
and varied Collection of Paintings (Oil and Water-
colour) by the greatest Old and Modern Masteré,

Mezzotint Engravings, Sporting Prints, etc.

A particularly fing Series of Pa.mtmgs by OId
‘and Modern Spanish Masters.

- ADMISSION FREE




By Special ﬂppnmfment X Artists’ Colourmen fo

Therr Majestlesfhe ng and Queen.

WINSOR & NEWTON,

| | Manufacturers of
1 R !]l )
I } H”H!H i

_¢oswmnn, Artists’ Oil and Water Colours.

1'i
T

OIL COLOURS in Studio and Small Studio
pa, (EMITED) | g Tubes, containing respectively six times and four
Q:Rﬁ"soﬂ = times as much as an ordinary two-inch tube, at
E(Itlﬁ'“ﬁrgmg s e
A proportionately reduced prices.

| | < Crimsondatk, —
| athbone Place, London Englag
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For the Sketching Season. .

The “WIMBUSH” Patent ,
“Knee-Clip” Easel. —

Regd. No. 20027-07.

A simple and secure method
of holding a canvas or sketching
frame for panels or water~
colour tablets whilst painting \\ ‘1,
out of doors.

i The Easel consists of a pair of clips placed round
the knees, a swivel screw to fix into the top of the
| frame, and a jointed stick.  3s, 6d. complete. /

j‘ | Descriptive Circulars post free. ' /

u Winsor & Newton’s Artists’ Colours and
| Materials may be obtained from the principal J/ als Tty
Dealers throughout the World. < et

Offices: RATHBONE PLACE, LONDON, W. o
New York Branch: 298 BROADWAY.

Geo, W. Jones, Ltd,, The Meppes Press, London gud Watford.
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