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We have pleasure in calling attention to our recent im¬ 
portation of choice pie^s of 

frend) furmture 
cFor SALON and BOUDOIR, comprising: 

TABLES TORCHERES 
CONSOLES ESCRITOIRES 
VITRINES COMMODES 
PEDESTALS MARQUESES 

and Complete Suits of LOUIS XV. 
an'd LOUIS XVI. GUt-Framed 

»»PURNITURE 
Covered with genuine Aubusspn Tapestries. 

This collection is undoubtedly the finest which hassever 
been offered in this country, each individual piece having 
been selected in Europe by our own representative—a con¬ 
noisseur of rare taste and knowledge. 

Brondw nd 1911) Street : 1l;1 

new vork. 
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^Wasters tn 3lrt for 1901 
HILE “Masters in Art” for 1901 will follow the 
same plan, and will contain all the features in¬ 
cluded in the issues for 1900, it is already assured 
that the numbers of the second year will surpass 
those of the first in interest and attractiveness. 

C.With such painters for subjects as Michelangelo, Leonardo 
da Vinci, Rubens, Albrecht Diirer, Andrea del Sarto, Correggio, 
and others, together with some of the most graceful and 
charming of the more modern masters, Gainsborough and 
Burne-Jones for examples, issues of the greatest beauty are 
ensured. 

C.Technical improvements in printing will enable the maga¬ 
zine to present even finer and more faithful reproductions; and 
advantage will be taken of every perfection in the arts of 
photography and engraving. 

C,The size of the letterpress type is to be enlarged, and the 
number of text pages correspondingly increased; but in general 
appearance the magazine will remain unchanged. 

^umbers ^ublislieh huring 1900 

<L Part I, Van Dyck ; Part 2, Titian; Part 3, Velasquez ; Part 4, Holbein ; 

Part 5, Botticelli; Part 6, Rembrandt ; Part 7, Reynolds ; Part 8, Millet ; 

Part 9, Gio. Bellini; Part 10, Murillo; Part ii, Hals; Part 12 (ready 

November 25), Raphael. 

<L The above twelve issues comprise the first, or 1900, volume of “ Masters 

in Art.’’ The set of twelve will be sent for $1.50. All numbers are kept 

constantly in stock. Single copies, 15 cents each. 

3Sate0 d Co., 
15 ©rdjange Boston, iHassaclmsrtfs 
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Hou^Kton. Mifflin Co.'s 
HOLIDAY BOOKS 

Penelope's Experiences 
I. England. II. .Scotland 

By KATE DOUGLAS WIGGIN. Holiday Edition. With 108 illustrations by 
Charles E. Brock. 2 vols. i2mo, handsomely bound, $4.00. 

These volumes are uncommonly attractive, both as literature and as art. They include 
Mrs. Wiggin’s inimitable story of Penelope and her companions in England and 
Scotland, and are easily among the most humorous and fascinating books in modern 
literature. Mr. Brock, a well-known English artist, .has illustrated them with great 
skill and humor. 

Little Tovir in France 
By HENRY JAMES. Holiday Edition. With about 70 illustrations by Joseph 
Pennell. Crown 8vo, handsomely bound, $3.00. 

This is a most delightful book, in which Mr. James describes in a fascinating manner a 
leisurely tour which took in scores of French cities and towns. Mr. Pennell has illus¬ 
trated it with rare grace and charm. 

Yesterdays k&>ith AutKors 
By JAMES T. FIELDS. Holiday Edition. With 28 Portraits of famous Writers, and 
many facsimiles of letters. 8vo, $3.50. 

A delightful book ot anecdotes, reminiscences, and appreciations of Thackeray, Hawthorne, 
Dickens, Wordsworth, Miss Mitford, and Barry Cornwall. 

Old Virginia, and Her Neighbours 
By JOHN FISKE. Illustrated with Portraits, Maps, Facsimiles, Contemporary Views, 

' Prints, and other Historic Material. 2 vols. 8vo, gilt top, $8.00; half calf, or half 
polished morocco, $13.50. 

^_^n America.n Anthology, 1787-1900 
By EDMUND CLARENCE STEDMAN. Large crown 8vo, $3.00; cloth, full gilt, 
$3.50; half calf, gilt top, $5.00; tree calf, or levant, $6.50. 

A companion volume to “A Victorian Anthology,” representing all American poets by 
their most characteristic poems. The editor’s Introduction is of very great value. 

R.iverside Aldine Classics 
Five volumes of the best examples of Longfellow, Whittier, Holmes, Lowell, and 
Hawthorne. Admirable specimens of beauty and simplicity in low-priced bookmaking. 
Each i6mo, Pickering style, 50 cents; the set, $2.50. 

Book af Saints Friendly Beasts 
By ABBIE FARWELL BROWN. Seventeen legends of saints who have been 
friends to birds and beasts. With 8 illustrations, $1.25. 

Sold by all booKseller^. Sent, po^t-paid, by 

HOUGHTON. MIFFLIN (El CO.. BOSTON 
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Bindings and Bound Uoluntcs 
MASTER.S IN AR.T 

VOLUME ONE OF “MASTERS IN AR.T” 

Comprising the issues from January, igoo, to December, 
igoo, inclusive (Parts i to 12), contains monographs devoted to 
Van Dyck, Titian, Velasquez, Holbein the Younger, Bot¬ 
ticelli, Rembrandt, Reynolds, Giovanni Bellini, Millet, 
Murillo, Hals and Raphael. 

'Volume One, 'Bound in Cloth, $5.00. 

Volume One, containing the twelve issues listed above, will 
be supplied strongly and handsomely bound in brown art- 
buckram, with gold cover-design and gilt top, for $3.00, post¬ 
paid. Ready December i, igoo. 

Volume One, Bound in Half-Morocco, $5.50. 

Volume One, bound in half-morocco, with gold cover- 
design and gilt top, $3.50, postpaid. Ready December i, igoo. 

SUBSCRIBERS' COPIES OF VOLUME ONE. 

Subscribers’ Copies of Volume One will be bound to order 
in either of the above styles. Price for binding Subscribers’ 

Copies in brown buckram, gold cover-design and gilt top, 
$1.50, postpaid. In half-morocco, gold cover-design and 
gilt top, $2.00, postpaid. Send unbound copies carefully 
wrapped, by mail, and mark the package outside with the 
full name and address of the sender. 

BoLtes (Si Gviild CompV* 'Ptibli^her^s 
15 Ejjfcchange Street^ Boston, Mqlss. 



MASTERS IN ART 

Most Superbly Ill\jstr5a.ted History Ever Published 
of the Art a^nd Architecture of Country 

SPECIAL OFFER lo Ma^ter^ in 
readers o_f the _fe^ remaining copies o_f 

tefhat is conceded to be the most mag¬ 

nificent tvorK. of its Kjnd e-Ver attempted 
in America, and not ej)ccelled etsePohere 

inizraim, or Jlncient Egypt 

EDITION DE LVXE 

Regular Price, $150 
TKe Pew Remaining 

offered to Masters in Art readers 
AT LESS than one-third the or¬ 
iginal price, on small payments. 

By DFL. SAMUEL AUGUSTUS BINION 

Most superbly illustrated history ever published of the art and architecture of any 
couniry in the world. A fortune was spent on this work, which is the result of more 
than ten years of labor of autlior, artist, and engraver. It is superbly illustrated 
with 72 full-page plates, 20 x 26 inches, magnificently colored, and representing the 
temples, etc., exactly as they appeared four thousand years ago. 

p! ^ VT^T f Whose civilization is the oldest known, and yet whose architecture 
^ • is the wonder and admiration of modern times, and which ‘‘for 

nobility of concepiion, vastness of detail, and majesty of the highest 
order, exceeds anything ever real ed by human hands, ’ has now for the first time 
been adequately snown forth in these superb volum’^ s. Whether specially interested 
in Egjpt or not, no one who is a lover of good things in art or literature can fail to 
be fascinated by the beauty, grace, and grandeur of Egyptian art as exhibited in 
these plates. 

Of this work Miss Amelia B. Edwards, the Queen of Egyptology, wrote: “I 
wish to tell you how much I am pleased with the specimen plates of your great 
work.’ 

“ A series of illustrations that for beauty of execution have absolutely no parallel.’^ 
— llltistrated A merican. 

“ I regard ‘ Mizraini ’ as a masterpiece. Its exquisite and excellent plates will 
refresh those who have seen the monuments or studied .their history. Its letter- 
oress admirably expounds what its grand plates so fascinatingly present. The 
book is a wfise and satisfying investment.” — Wm. Copley Winslow, Hon. Sec’y 
Egypt Exploration Society. 

The work has been endorsed by Purchase after thorough examination, and at the 
regular price, by the British Museum, Metropolitan Museum of Art, Boston 
Library, and the leading libraries of this country- 

The JEnttre Edition Vt/as Eimited to 800 Copies 
and the “Plates Ha-Ve “Been “Destroyed^ ^ ^ 

OUR OFFEIL 
The work is published in twelve parts, each containing six plates with their ac¬ 

companying letterpress, and these are enclosed in four handsome half-morocco port¬ 
folios— regular price, 5150. To the first 63 subscribers who shall send $3 we will 
send the entire work, and the balance can be paid in fourteen monthly payments of 
$3 each. We can also supply it in two volumes, bound elegantly in half-morocco, 
by adding fifty cents to eacli of these payments._ If you care to add to your IjhrarY 
the most superb w'ork concerning the most fascinating country in all the world, fill 
out or copy the following acceptance blank: 

HENRY G. ALLEN & CO., 150 Fifth Ave., New York. 

Gentlemen:—I accept your offer to “ Masters in Art ” readers of the 
edition de luxe of MIZRAIM, or ANCIENT EGYPT, and enclose $3 as 
lirst payment, balance to be in 14 monthly payments of $3 each, begin¬ 
ning 30 days after I have received the set. I reserve the privilege of re- 
lumin^ the ttforK. tAtilhm three days a^ter receixiirt^ it if not 
found satisfactory, in which case you are to return the $3 paid. 

NAME_ 

P.O._ 

Date^ STATE. 

H ATHORic Column, Temple of Dendera 

This plate in Mizraim is 12x18 inches 
and shows ten different colors. 

tf further information is desired, send for descriptive pamphlet. 

HENRY G. ALLEN & COMPANY, Publishers 
150 FIFTH AVENUE, NEW YORK 
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New Publications and Works on Art 

TWELVE GREAT ARTISTS 
By WILLIAM HOWE DOWNES, art critic of the Boston Transcript. i6mo, $i.oo. 

Descriptive papers on the work of Hals, Rembrandt, Rubens, Fortuny, Daubigny, Felicien Rops, Boutet de Monvel, 

Winslow Homer, St. Gaudens, George Inness, La Farge, and Sargent. 

THE ART LIFE OF WILLIAM MORRIS HUNT 
By HELEN M. KNOWLTON. With 15 plates, including 6 photogravures, 8vo, ^3.00. 

GRIMM’S LIFE OF MICHAEL ANGELO 
Translated by FANNY ELIZABETH BUNNETT. With 40 photogravure plates from works of art. 2 vols., 

8vo, cloth wrappers, cloth box, $6.00 ; half morocco, $iz.oo. 

Illvistrated Holidacy Books 

RAMONA. By HELEN HUNT JACKSON. Monterey Edition. With 24 photogravures and numerous chapter- 

headings by Henry Sandham. 2 vols., 8vo, cloth wrappers, cloth box, ;S6.oo ; half Levant, $12.00. 

Edition de Luxe, of 500 numbered copies, with duplicate plates, 4 water-colors, etc., 2 vols., 8vo, half 

morocco, ooze calf sides, $15.00 net. 

THE PILGRIM SHORE. By EDMUND H. GARRETT. With colored frontispiece and pen-and-ink draw¬ 

ings by the author. Uniform with “Romance and Reality of the Puritan Coast.” i2mo, $2.00; crushed 

morocco, $4.50. 

A charming account of the “ South Shore ” of Massachusetts. 

THREE NORMANDY INNS. By ANNA BOWMAN DODD, author of “ Falaise ” (just published), 

“Cathedral Days,” etc. With numerous illustrations, 8vo, white and gold. In box, $3.00. 

LITTLE, BROWN S. CO., PublisKens, lysTON^MAss.®" 

ILLUSTRATED GIFT BOOKS 

art ?lo\)Er’s ^ertts 
Eight volumes, beautifully illustrated in photogravure and half-tone reproductions from the great masters. Each volume 

contains from thirty to fifty full-page illustrations and is printed on deckle-edge paper, bound in red, blue, or white cloth, with 

decorative cover-design in gold and color. Price, per volume, i 2mo, $2.00. Boxed in two, four, or eight-volume sets, as 

TWO NEW VOLUMES 

^|)ahCjEf|JCarC in 9lrt, By Sadakachi Hartman 
l^Cl’OiuCjef of tl^C ^ifjlc in 3trt« By Clara Erskine Clement 

PREVIOUSLY PUBLISHED 

^alionna in 9[rt. By Estelle M. Hurll, M.A. Clliltl Life in Slrt. By Estelle M. Hurll, M.A. 

9lng;rlBl in 3lrt. By Clam Erskine Clement LoBC in 9[rt. By Mary Knight Potter 

faints in Srt. By Clara Erskine Clement Cl)ri6t tn Sirt. By Joseph Lewis French 

Social of <Dll> HonDon. By w. B. Boulton 
Being a survey of the sports and pastimes, tea-gardens and parks, playhouses, and other diversions of London from the seven¬ 

teenth to the nineteenth centuries. Limited edition, with many illustrations, sixteen of which are colored by hand. 2 vols., 

imperial octavo, cloth, 400 pages, $12. 

91 l^iotorp of cf'tecplccbasing. By William C. A. Blew 
With many illustrations by Henry Alken, twelve of which are colored by hand. Edition limited to two hundred copies, i vol., 

imperial octavo, cloth, 400 pages, $10, 

“ Old London ” and “A History of Steeplechasing are companion volumes, and are exceedingly handsome books, the 

hand-colored illustrations being of particular value and interest. 

PHILIP WINWOOD PHILIP WINWOOD 

L. C. PAGE AND C O M P A N Y ^ ^ ^ B O S T O N 



MASTERS IN ART 

3[merican 
By 

|^i0torical ^amtms0 
HOWARD PYLE 

No. 17. No. 9. No. 4. 
(Copyright, 1898, by E. E. Soderholtz & Co.) 

We offer a series of platinum prints, 8^x12^ inches in size, from copyrighted 

negatives by Soderholtz of drawings by Howard Pyle, illustrating the Life of General 

Washington. Following is the list of subjects, three of which are reproduced above. 

1 — Capitol at Williamsburg. 

2 — A Virginia Plantation Wharf 

3—Bven Sir Wm. Berkeley, etc. 

4 — They read only on occasions. 

5 — Retreat from Great Meadows. 

6 — Burial of Braddock. 

7 — Washington and Mary Phillipse. 

8 — In the Old Raleigh Tavern. 

9 — Leaving Mount Vernon. 

10 — Lady Washington’s Arrival at Cam¬ 

bridge. 

II—Washington and Steuben at Valley 

Forge. 

12 — Escape of Arnold 

13 — Mustered out. 

14 — Washington bringing his mother 

into the Ballroom at Fredricksburg. 

15 — Washington in his garden at Mount 

Vernon. 

16 — Clerk of Congress announcing to 

Washington his election to the 

Presidency. 

17 — Washington and Nelly Custis. 

18 — Death of Washington. 

ig—-Braddock’s Defeat, Battle of Monon- 

gahela. 

PRICES. Prints, unmounted, by mail, post-paid, fz.oo each. Mounted on large, dark 

--- mounts, ^2.25 ; by express, at purchaser’s expense. Realizing the difficulty 

subscribers in small towns will have in having prints suitably framed, we will send any of the 

above prints, by express, at purchaser’s expense, framed in black oak (ebony finish), -inch 

molding, $3.25 ; 3-inch molding, ^4.00. Framed pictures are carefully packed and boxed. 

33ates &. (@uilti Coitipaiijt, ^tihUsiiers 
15 EXCHANGE STREET, BOSTON, MASS. 
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POUTIiAIT OP VELASQPEZ BY UIMSELP 

The likeness here reproduced is supposed to be the original sketch for 
a portrait which Pacheco credits Velasquez as having painted while in 
Rome in 1630. The artist is dressed in black, his complexion is pale, 

his hair dark and thick. The face, decidedly Spanish in its type, is ex¬ 
pressive and sympathetic. It represents him at about the age of thirty- 
one. The portrait hangs in the Capitoline Gallery, Rome. 
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JSiego ire Sillra^^elasque^ 
BORN 15t)'J: DIED IGGO 

SPANISH SCHOOL 

“EDINBURGH REVIEW” VOL, 171 

Diego rodriguez de silva Velasquez (pronounced Vav-iahs- 
keth) was born at Seville on or about June 6, i 599—-in the same year as Van 

Dyck, and six years before his royal master and patron, Philip IV. of Spain. His 
father, Juan Rodriguez de Silva, was of ancient Portuguese lineage, and his mother. 
Dona Geronima Velasquez, belonged to a good stock of Seville, both families ranking 
as Sevillan hidalgos or members of the inferior nobility. According to an Andalusian 
custom, the name by which he is commonly known is that of his mother. 

Velasquez’s first teacher in art was the terrible Francisco de Herrera, an erratic but 
unquesdonably gifted precursor ot Spanish realism, from whose ungenial studio he soon 
proceeded to that of Francisco Pacheco. Here he studied for fully five years, and, at 
the end of that time, in 1618, married Pacheco’s daughter, Juana de Miranda, of 
which event the elder master gives the following naive description: “After five years 
of education and training, I married him to mv daughter, induced by his youth, integ¬ 
rity, and good qualities, and the prospects of his great natural genius.” . . . 

It is quite possible that having showm thus early — for he was at the date of his 
marriage only in his nineteenth year—a calm, equable temperament hardly consistent 
with vast and ambitious designs, he might have been w'ell content to settle down to the 
uneventful career and the moderate gains of a provincial artist. On March 31, 1621, 
there occurred, however, quite unexpectedly, an event which agreeably excited and per¬ 
turbed all who had formed projects .of advancement or change. This was the sudden 
death of Philip III., and the consequent accession to the throne of Philip IV., then a 
boy in his fifteenth year, of whose abilities a high estimate had already been formed, 
and who had for this reason been jealously excluded from all participation in State 
affairs. . . . 

When V^elasquez undertook his first journey to Madrid in search of more rapid 
advancement, his father-in-law, Pacheco, gave him introductions to important Sevillans 
attached to the court, but these efforts led to no result, for no introduction to the young 
king was on this occasion brought about. In the spring of 1623, however, came a 
letter from his friend Don Juan de Fonseca y Figueroa, inviting him, at the request of 
the all-powerful Minister Olivares, to return to Madrid, and granting a sum of fifty 
ducats for travelling expenses. 

Velasquez made his debut, or rather his rentrie, with a portrait of Fonseca, w'hich, 
being carried to the palace, met with such recognition that it was forthwith declared 
that he should paint Don Ferdinand, the king’s brother, and then on further considera¬ 
tion, that he should commence with the king himself; and to the magic of Velasquez’s 



brush it is due that Philip’s memory has not become as dim, as faint in outline, as that 

of any other weakling monarch of the long Spanish decadence, which dates from the 

last years of Philip II. With this same painter the king was to continue, with two im¬ 

portant intervals, in daily and intimate intercourse during forty years; and besides the 

unbounded admiration of the true connoisseur that he undoubtedly was, Philip accorded 

to the artist as much friendship and regard as it was possible for el Rey, isolated and 

walled in by the inflexible court etiquette of the time, to vouchsafe to a subject. 

Thus was \’elasquez, at the exceptionally early age of twenty-three years, formally 

installed as one of the specially privileged painters of Philip IV., with a studio in the 

palace, a residence in the city, and a monthly stipend of twenty ducats, to which was 

added, moreover, special payment, as Pacheco states, for each work produced. . . . 

An important event in the artistic career of the master was the nine months’ visit of 

Rubens to Spain (1628—29 ) occasion of his famous, quasi-diplomatic mission to 

the Spanish court. Although Velasquez had a high admiration for Rubens, and, more¬ 

over, had unlimited opportunities of studying his technique, it is a misapprehension to 

date the growth of his second manner, with its increase in lightness, unity, and force of 

tone, and its added preoccupation with atmospheric effect, to a study or imitation of the 

elder master. It is rather to the first Italian journey, undertaken in 1630 (partly at the 

instigation of Rubens), and to the close study of Titian and Tintoretto at Venice that 

the pronounced change and further development in the style of the painter must be 

attributed, in so far as it is not to be accounted for by his natural self-development in 

the direction of that “ verdad no pintura"" (“truth, not painting”) which was his 

device in art, and the principle towards the more complete realization of which his 

endeavors constantly tended. . . . 

It is hardly surprising to learn, on the authority of Palomino, that “he was much 

pleased with the paintings of Titian, Tintoretto, Paolo, and other artists of that school; 

therefore he drew hicessantly the whole time he was in Venice, and especially made 

studies from Tintoretto’s famous ‘ Crucifixion,’ and made a copy of the ‘ Communion 

of the Apostles,’ which he presented to the king.” 

Velasquez entered Rome for the first time in the year 1630, and obtained a residence 

in the Vatican, which, however, he soon renounced in favor of the Villa Medici. Of 

this enchanting site he has left two characteristic landscape studies, now in the Prado, 

Madrid. 

For the next eighteen years after his return from Italy, Velasquez remained uninter¬ 

ruptedly in the king’s service, and his happy life of successful production, carried on 

under the vivifying rays of a court favor, which was undimmed in his particular branch 

by rivalry, is eventful only from the ardstic, and not from the purely personal point of 

view. It was during this period that he acquired, in addition to his appointment of court 

painter, several offices—practically sinecures — the functions of which were connected 

with the service of their majesties and the court ceremonies. . . . 

Olivares, always on the watch to exorcise the brooding melancholy to which Philip, 

after the fashion of his royal house, now already gave way, hit upon the expedient of 

conjuring up on the outskirts of the Prado a royal villa and grounds, to which the name 

of “ Buen Retiro” was given. To adorn the walls of the new-made palace tvvelve 

military paintings of the largest dimensions were ordered for the “ Sala del Reino,” to 

illustrate the achievements which had marked the reign of Philip. These were executed 

by seven painters under the personal supervision of Velasquez, who, being but imper¬ 

fectly satisfied with Jose Leonardo’s version of the “Surrender of Breda,” himself un¬ 

dertook to repeat this subject at a later period. 

In November, 1648, nearly twenty years after his first visit to Rome, Velasquez 
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again left Madrid for Italy. The ostensible motive for this second Italian journey was 

to make arrangements, in his capacity of director of the works then in progress "at the 

Alcazar, for the pictorial embellishment of the new apartments, and the acquisition of 

fresh art treasures for their adornment. On his return to Madrid, he petitioned for and 

obtained the highly remunerative but onerous office of Aposentador de Palacio, or pal¬ 

ace marshal to the king, and in this capacity was charged with all the complicated ar¬ 

rangements necessitated by the roval journey to the P\Tenees, undertaken on April i 5 

1660, on the occasion ot the betrothal of the Infanta Maria Theresa to the youthful 

Louis XIV. of France. Yet it may not be doubted that this herculean task was to him 

a labor of love—-so saturated w^as he with the Spanish court traditions, and with such 

unaffected seriousness did he take the administrative as well as the artistic side of his life. 

His duties were by no means ended when the royal caravan had, after nearly a month’s 

journey, reached San Sebastian, the place chosen for the meeting of the French and 

Spanish courts; for here it became his office to inspect the ephemeral palace erected on 

the Island of Pheasants as a Conference House for the joint accommodation of the two 

sovereigns, and to superintend its decoration throughout with the finest Flemish tapes¬ 

tries, a selection of which had been expressly brought for the purpose from the Alcazar 

of Madrid. 

Palomino speaks in glowing terms of the courtly refinement of Velasquez, who as a 

court official was present at all the stately functions and festivities which ensued. His 

costume on those occasions was of great elaboration, and displayed an exquisite taste and 

elegance. Amid numerous costly diamonds and gems he proudly displayed the re¬ 

cently acquired Order of Santiago, the red cross of which was embroidered also, in ac¬ 

cordance with custom, on the cloak of the wearer. 

On June 26 the master was back in Madrid, greeted with as much astonishment as 

joy by Jiis wife, family, and friends; for a report of his death, which was but a presage 

of the end, then close at hand, had already reached the capital. On the last day of 

July, after having been all day in immediate attendance on his majesty, he was attacked 

bv a subtle tertain fever, to which, after much suffering, he succumbed on August 6, 

in the year 1660. He had, at the command of the king, been attended in his last mo¬ 

ments by no less a personage than the Archbishop of Tyre and Patriarch of both Indies, 

and his remains were honored wdth solemn and soberly splendid obsequies, such as 

befitted his high position at court and his recent inclusion in the knightly Order of 

Santiago. 

CIjE art of ^elasquE? 
RICHARD FORD “THE PENNY CYCLOPAEDIA” IT is impossible to estimate Velasquez without going to Madrid. On seeing him in 

this, the richest gallery in the whole world, the first impression of his masculine 

power and universality of talent is irresistible. It is the reality more than the imitation 

of life and nature, and in every varied form. 

His portraits baffle description and praise; they must be seen. He elevated that branch 

to the dignity of history. He drew the minds of men. They live, breathe, and seem 

ready to walk out of the frames. His power of painting circumambient air, his knowl¬ 

edge of lineal and aerial perspective, the gradations of tones in light, shadow, and color, 

give an absolute concavity to the flat surface of his canvas. We look into space, into a 

room, into the reflection of a mirror. . . . 
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After a few days spent in the gallery of Madrid, we fancy that we have actually been 

acquainted with the roval family and court ot that day, and that we have lived with 

them. None perhaps but a Spaniard could so truly paint the Castilian. Velasquez was 

the Van Dyck ot Madrid. He caught the high-bred look of the hidalgo, his grave de¬ 

meanor and severe costume, with an excellence equal to his Flemish rival, differing only 

in degree. He w'as less fortunate in models. Van Dyck, like Zeuxis, had the selection 

of the most beauteous forms, faces, and apparel in the English court of Charles I. 

He seemed created expressly to delineate, with his clear, silvery, and transparent 

tones, his elegant aristocratic air, those delicate skins, and tapering fingers which are 

never seen in coarse, tawny Spain; but Velasquez never condescended to flatter even 

royalty. Honesty was his policy. Courts could not make a courtier of his practical 

genius, which saw everything as it really was; and his hand, that obeyed his intellect, 

gave the exact form and pressure. He rarely refined. He did not stoop to conciliate 

and woo his spectator. Thus, even when displeased with repulsive subjects, we sub¬ 

mit to the power of a master-mind displayed in the representation. . . . 

V'elasquez was inferior to Van Dyck in representing female beauty, for he had not 

Van Dyck’s advantages. The Oriental jealousy of the Spaniard revolted at any female 

portraiture, ^nd still more at any display of beauteous form. The royal ladies, almost 

the only exception, were unworthy models, while the use of rouge disfigured their faces, 

and the enormous petticoats masked their proportions. Velasquez was emphadcally a 

man, and the painter of men. 

He was, moreover, a painter only of the visible, tangible beings on earth, not the 

mystical, glorified spirits of heaven. He could not conceive the inconceivable, nor de¬ 

fine the indefinite. He required to touch before he could believe — a fulcrum for his 

mighty lever. He could not escape from humanity, nor soar above the clouds; he w'as 

somewhat deficient in “creative power;” he was neither a poet nor an enthusiast. 

Nature was his guide, truth his delight, man his model. No Virgin ever descended 

into his studio; no cherubs hovered around his palette. He did not work for priest or 

ecstatic anchorite, but for plumed kings and booted knights. . . . 

In things mortal and touching man Velasquez was more than mortal. He is perfect 

throughout, whether painting high or low, rich or poor, young or old, human, animal, 

or natural objects. His dogs are equal to Snyder’s; his chargers to Rubens— they know 

their rider. When Velasquez descended from heroes, his beggars and urchins rivalled 

Murillo. No Teniers or Hogarth ever came up to the waggish wassail of his drunk¬ 

ards. He is by far the first landscape painter of Spain; his scenes are full of local color, 

freshness, and daylight, whether verdurous, court-like avenues or wild, rocky solitudes. 

His historical pictures are pearls of great price; never were knights and soldiers so painted 

as in his “Surrender of Breda.” 

His drawing was admirable, correct and unconstrained; his mastery over his mate¬ 

rials unequalled; his coloring was clear and clean; he seldom used mixed tints; he 

painted with long brushes, and often as coarsely as floor-cloth; but the effects, when 

seen from the intended distance, were magical, everything coming out into its proper 

place, form and tone. Yet no man was ever more sparing of color. He husbanded 

his whites and even his yellows, which tell, sparkling like gold, on his undertoned back¬ 

grounds. These, especially in his landscapes, were cool greys, skies, and misty morn¬ 

ings— nature seen with the intervention of air. He painted with a rapid, flowing and 

certain brush, with that ease, the test of perfection, that absence of art and effort, which 

made all imagine that they could do the same — until they tried, failed, and despaired. 

The results obtained are so true to nature that first beholders, as with Raphael at the 

Vatican, are sometimes disappointed that there is nothing more. He was above all tricks. 
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There is no masking poverty of hand or mind under meretricious glitter; all is sober, 

real, and sterling. He conceived his idea, worked it rapidly out, taking advantage of 

everything as it turned up, correcting and improving as he went on, knowing what he 

wanted, and — which few do — when he had got it. Then he left off, and never frit¬ 

tered away his breadth or emphatic effect by superfluous finish to mere accessories. 

These were dashed in con quattro botti—but true, for he never put brush to canvas 

without an intention and meaning. No painter was ever more objective. There is no 

showing off of the artist, no calling attention to the performer’s dexterity. His mind 

was in his subject, into which he passed his whole soul, loving art for itself, without 

one disturbing thought of self. He was true throughout to Nature, and she was true to 

him, and has rewarded him with immortality, which she confers only on those who 

worship with undivided allegiance at her shrine. 

R. A. M. STEVENSON “THE ART OF VELASQUEZ” WHEN one speaks of Velasquez, it must be remembered that his influence upon 

art is still young. His genius slumbered for two hundred years, till the sympa¬ 

thy of one or two great artists broke the spell and showed us the true enchanter of real¬ 

ism, shaping himself from a cloud of misapprehension. ... * 

As yet few but painters enjoy Velasquez, or rightly estimate his true position in the 

history of art. Not much is known about him. Contempt, not to say oblivion, fell on 

the man who preconceived the spirit of our own day. Amongst notable prophets of 

the new and true — Rubens, Rembrandt, Claude — he was the newest, and certainly 

the truest, from our point of view; so new and so true, indeed, that two hundred years 

after he had shown the mystery of light as God made it, we still hear that Velasquez 

was a sordid soul who never saw beauty, a mere master of technique, wholly lacking 

in imagination. . . . 

In his latest pictures Velasquez seems to ow'e as little as any man may to the example 

of earlier painters. But, indeed, from the beginning he was a realist, and one whose ideal 

of art was to use his own eyes. His early pictures cannot be attached surely to any 

school; they are of doubtful parentage; though, with some truth, one might affiliate 

them to Caravaggio and the Italian naturalists. From the first, he shows sensitiveness 

to form, and a taste for solid and direct painting. He quickly learned to model with 

surprising justness, but for a long time he continued to treat a head in a group as he 

would if he saw it alone. Only slowly he learned to take the impression of a whole 

sceire as the true motif of a picture. In his early work he faithfully observed the rela¬ 

tions between bits of his subject, but not always the relation of each bit to the whole. 

If we compare the realistic work of the young Velasquez with the pictures of the great 

Venetians, we shall find it lacking their comfortable unity of aspect. That aspect may 

have been more remote in its relation to nature, but it was certainly ampler and more 

decorativelv beautiful. Up to the age of thirty, indeed, Velasquez seemed content to 

mature quietly his powers of execution, without seeking to alter his style, or to improve 

the quality of his realism. Had he died during his first visit to Rome, it might have 

been supposed, without absurdity, that he had said his last word, and that, young as 

he was, he had lived to see his art fully ripened. It would be difficult, indeed, to do 

anvthing finer, with piecemeal realism for an ideal, than the later works of this first 

period. . . . 

The conversation and example of Rubens, the study of Italian galleries, as well as 

the practice of palatial decoration at Buen Retiro, gave a decorative character to the art 

of Velasquez in the second period. One tastes a flavor of Venetian art in the subject- 

pictures, and one remarks something bold, summary, and less intimate than usual, about 
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the portraiture of this time. During these twenty years, if ever, Velasquez relaxed his 

effort at naturalism,— not that he slackened his grip upon form, but that he seems to 

have accepted in Italy the necessity for professional picture-making. His colors became 

a shade more positive or less bathed in light, and his unity to some extent an adopted 

decorative convention. 

Upon his return from the second voyage to Italy, as if he had satisfied himself that 

Venetian art could not wholly render his manner of seeing, and that, at any rate, he 

had pushed it, in the “Surrender of Breda,” as far as it could go, he comes about 

once more, and seeks for dignity and unity in the report of his own eyes. In fact he 

adds the charm that we call impressionism to such work of the third period as “Inno¬ 

cent X.,” done in Rome, “The Maids of Honor,” “The Tapestry Weavers,” 

“Tlsop,” “Moenippus,” the “Infanta Maria Theresa,” “Philip IV.” (National 

Gallery), and some ol the Dwarfs and Imbeciles in the Prado. . . . 

In his later .art, Velasquez never painted a wide view as he would a narrow one, 

nor a simple subject as a complicated one. When he painted a wide angle of sight, he 

either concentrated himself on a point, or steeped his whole canvas equally in a soft 

envelope of light. Indeed, whatever he painted, he always painted the quality of his 

attention to the scene, and-, in virtue of that principle, his best pictures never look spotty, 

and never tempt one to cut them up into gem-like bits. His ensemble is always equally 

easy to grasp, whether he paints great groups like “ The Maids of Honor ” and “ The 

Tapestry Weavers,” solitary full-lengths like “Moenippus” and “Hisop,” costume- 

portraits like “ Maria Theresa,” or simple busts like the head of Philip. 

But if the art of all these pictures is based on the same principles, the technique is 

very different in them all. You may note a wonderful variety in Velasquez’s style of 

modelling a head, not only in different periods of his life, but in pictures of the same 

period, and, what is more, in heads on the same canvas. Some heads are modelled very 

broadly and softly, without a sharp mark, a hard edge, or small, steep planes. The 

surfaces slide into each other in a loose, supple manner, that almost makes them look as 

if they were shaped in jelly or fluid. Some consist ol bold, rough-hewn planes which 

give a face the force and vigor of firm chiselling. Others, again, are completed to show 

the finest niceties of shape and inclination, with an intimacy of feeling and a delicacy of 

proportion that no man has ever equalled. The handling is always discreet and inspired 

bv the necessities of the occasion; neither does it follow a determined pattern, which 

might impart a frozen and artificial look, nor does it seek an effect of bravura dexter¬ 

ity which might arrogate an undue share of attention and interest. Although no certain 

rule can be laid down, generally speaking Velasquez inclines to brush in the obvious 

direction of the forms, so as to supplement tone and structure bv the sentiment of the 

execution. In many cases, however, he smudges so subtly as to convey no sense of 

direct handling. The limb or object treated seems to grow mysteriously out of dusky 

depths and to be shaped by real light. 

His impulse to arrange a canvas grew out of the scene before his eyes. His severe 

and stately color is founded on nature. His execution becomes quiet and exact, or 

burlv and impetuous, as the occasion demands. More than any other man’s, his work 

convinces us that he knew what he saw, and was incapable of self-deception; it is 

wholly free from haphazard passages, treacly approximations to tone, or clever tricks 

and processes that evade rather than resolve a difflcultv. Above all, his art is interest¬ 

ing without the extravagance which mav kindle a momentary excitement, but is apt to 

die of satiety from its verv violence. The restrained force and dignity of Velasquez 

inspire one with reverence and lasting respect; one cannot easily fathom the depth of 

his insight nor weary of his endless variety. 
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LEON BONNAT PREFACE TO “VELAZQUEZ,” BY A. D£ BERUETE VELASQUEZ is a true master. If he has rivals, none is his superior. Not one 

among his contemporaries overshadows his glory. Compare him with the most 

illustrious, with Rembrandt for example — Rembrandt the mighty magician, who makes 

his people live in an atmosphere of his own invention, who creates an enure w'orld in 

his powerful imagination, moulds it, gives it light and color, as he feels it to be, goes 

where his genius wills, and produces the wonderful masterpieces of which we never 

weary. There is nothing of this kind with Velasquez. What the Spanish master seeks 

above all is character and truth. He is a realist in the broadest and best acceptation of 

the word. He paints nature as he sees her and as she is. The air that he breathes is 

our own, his sky is that under which we live. His portraits impress us with the same 

feeling that we have when in the presence of living beings. 

And he goes his own way, this great painter. In his lofty, perhaps unconscious, se¬ 

renity he does not allow himself to be turned by any one from the path which he has 

marked out for himself, wTich his genius has revealed to him. Rubens, the illustrious 

Rubens, who arrived at Madrid with the prestige of an ambassador, with a halo of 

glory, universally renowned; Rubens, to whom Velasquez lent his studio, whom he 

conducted to the Escorial by order of the King, whom he saw paint an incredible num¬ 

ber of masterpieces, — Rubens himself, notwithstanding his resplendent genius, notwith¬ 

standing his inexhaustible fertility of production, had no influence over Velasquez. The 

Spanish painter remained true to the tradition of his race. As he W'as before the com¬ 

ing of the Flemish master, even so he remained after his departure; and posterity, with 

all gratitude, bows before his powerful originality.— from the french. 

E. R. PENNELL “VELASQUEZ IN MADRID. “THE NATION, VOL. 59 VELASQUEZ, according to popular misconception, was an uncompromising real¬ 

ist, a very Zola among painters; therefore the illogical conclusion is drawn that 

beauty of color and rhythm of line were wdthout his scope, beyond his reach. But be¬ 

cause— except when he was painting pure landscape—he emancipated himself from 

conventions outworn and dead, and expressed himself in terms entirely personal, it 

need not follow that he defied the essential conditions and restrictions of all art; because 

he presented a subject as no other man would, and recorded character as no other man 

could, it is not necessary to see in him but the submissive slave of nature. To a man 

of his temperament, unquestioning obedience to tradition was impossible; to a painter 

of his vision, truth was not to be disregarded; to an artist of his genius, nature could 

offer but “ slovenly suggestions. ” . . . 

That he could grasp the salient characteristics of the thing or person he painted as 

no one had done before, or has done since, his portraits establish bevond a doubt. The 

face of his Philip, with its strange pallor and full Austrian lips, is as familiar to us as 

that of an intimate friend; his Infantas and Admirals and Dwarfs, once seen, are never 

forgotten. Though Ribera’s or Murillo’s saints bear a strong family likeness, though 

among Titian’s goddesses the one scarce differs from the next, Velasquez’s men and 

women have each his, or her, own complexion and color, varying from the blood¬ 

less Philip to the swarthy .^sop. The same flesh tints, once mixed upon his palette, 

never served for all his heads, as the wonderful group in the foreground of the “Sur¬ 

render of Breda ” triumphantly testifies. But his innovations, more startling to his age 

than to ours, and his study of truth, which has gained for him the name of naturalist, 

did not leave him indifferent to the larger aspects, the more legitimate functions of art. 

It is the great glory of the Prado that it contains canvas after canvas to bear witness to 

the skill with which, from nature’s vaguest hint, he could create a rare arrangement of 

color, a rare scheme of decoration. 

4. 
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So long as his sense of color betrays itself only in a bit j)f brown draper)', as in “The 

Topers,” or in a crimson sash, as in the equestrian “Philip” and “Don Baltasar,” 

there is nothing to bewilder. It is when he has filled his picture, not merely with spots 

of beautiful color, but vith an exquisite harmony, that the artless, to whom the folds 

of blue mantle over saintly shoulders or the sweep of red cloak in mythological land¬ 

scape mean color, cry out and denounce him as no idealist. But, though they have not 

eyes to see it, half the charm of the “ Surrender of Breda ” is in the stirring symphony 

in green and blue which nature, unaided, could never have produced; half the strength 

of “ V'ulcan’s Forge ” in the subdued browns and gold vividly imagined, not actually 

seen; half the loveliness of “ The Maids of Honor ” in the tender greys and greens, car¬ 

ried w'ith such matchless subtlety from the walls (which prepare the way for the serene 

neutral tints of the modern master-decorator) to the silken gowns stretched over hoops 

which he alone knew how to make beautiful in their stiff ugliness. As if to emphasize 

the meagreness of the means by which he obtained his effects, he has painted himself in 

this picture, holding in his hand his palette. Umbers and siennas, red and white and 

black, are the colors laid upon it. Again, so long as he seems content with a grandiose 

simplicity of arrangement, as in those roval portraits where a curtain, a chair, and a 

table of almost photographic primness are his sole resources, the unintelligent deplore 

his relentless realism, his disdain of all decorative conventions. And once having called 

him a realist, they refuse to recognize the grandeur of composition in the equestrian 

portraits, with their wide landscapes and sweeping and majestic lines that render useless 

the stale old device of people and houses in the middle distance to bring out the dignity 

and bigness of horse and rider. They refuse to see more than a bald record of facts in 

the impressive array of lances which break up the expanse of clouded sky and give their 

name to the picture of the “ Surrender of Breda; ” more than the result of chance in the 

treatment of tapestry and the three enchanting little figures in the background of “ The 

Tapestry Weavers; ” and of all the sixty-odd canvases in the Prado, it is invariably 

upon “ The Maids of Honor ” they hit as proof positive of the haphazard element in 

his method. But w'hat if the grouping were, as is said, the outcome of Philip’s desire 

to have the scene before him, as he sat for his portrait, transferred to canvas — the lit¬ 

tle Infanta Margarita, attended by her maids of honor, its centre, the painter himself at 

his easel a prominent feature.'’ If he owed his subject to the caprice of a King, the paint¬ 

er’s invention could still force materials so unpromising to yield a noble harmony of form 

as of color. The arrangement in “ The Maids of Honor ” is so perfect in its subtlety, 

so well-balanced in its parts, so tranquil and lovely as a whole, that, even if the color 

were less beautiful, the atmospheric effects less true, one could still understand why 

Luca Giordano thought to find in this picture “ the theology of painting ” —the poetry 

of painting would better have expressed his meaning. Before such masterpieces, won¬ 

der at the virile and personal presentment of truth in the work of Velasquez is forgotten 

for delight in its glory of color, its splendor of decoration; and these are qualities found 

in their full perfection only in the pictures of the Prado. 

WALTER ARMSTRONG “THE ART OF VELASQUEZ,” “PORTFOLIO,” 1896 VELASQUEZ is the most objective of all great painters, and his art consists more 

exclusively than any one else’s of interpretation carried to the highest point. As 

for his technique, it followed a simple course of evolution from the beginning to the 

end. His object from first to last w'as truth to his impressions. Like those of other peo¬ 

ple, these were bald at first, and their realization laborious. As time went on he saw 

more, and made the necessary distinctions with a more unerring ease. But he never 

ceased to be satisfied with seeing and putting down what he saw. His authentic works 
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are free from the slightest tendency to substitute cleverness for truth. He never “ faked. ’ ’ 

His drawing scarcely deserves its reputation for correctness, indeed many of his pictures 

are curiously out in this respect; but it always strikes that note of sincerity which is 

better than precision. 

His cardinal quality, however, was his extraordinary facility in seeing and reproduc¬ 

ing every relation between tones. He threads his way through whole processions of 

values with so convinced a certainty that we ask for nothing more. We put the same 

faith in his statements as we do in those of Shakespeare. What Shakespeare does for 

the inner man Velasquez does for his form and envelope as he stands in the upper air. 

And he does it with the same gravity, the same sanity, the same utter absence of pose 

or seli-assertion. The idea never enters his head that his own individual trick with the 

brush could have an interest for any human being. He paints now staccato, now with 

a smeary drag, just as the task before him suggests. He never steps forward and makes 

his own personality the centre of his own performance. His aim was the dignified in¬ 

terpretation of nature,— oi nature arranged and brought into agreeable juxtapositions, 

no doubt, but not ot nature bedizened, or cajoled, or forced; and in making for it he 

took the surest and most simple, if not always the shortest route. His imagination had 

reserves into which we get a hasty glance now and then, but either through intellectual 

indolence, or a deliberate conviction in favor of restricting paint to the interpretation of 

what the painter can set up in front of him, his creative fancy was very seldom allowed 

to substitute itself for the results of memory and observation. . . . 

No great painter has left less of himself outside his work than Velasquez; and yet of 

ail those who have built up the commanding fabric of modern art, he seems by far the 

nearest to ourselves. 

KENYON cox <<THE NATION,” VOL. 49 VELASQUEZ had an idealizing power of his own, but it lay in his intense per¬ 

ception ot truth and beautv of light. Here he was the innovator and the unap¬ 

proachable master. He was the first to see and to paint light and air, the first painter 

of aspects, the great and true impressionist. In his greatest works, “The Maids of 

Honor ” and “ The Tapestry Weavers,” the figures seem merely incidents, while the 

true subject is the light that plays upon them, and the air in front of them and around 

them; and by the delicate ordonnance and balancing of these elements he produces a 

composition as truly ideal as the grand arrangements of line or splendid harmonies of 

color of the Florentines or Venetians. With the Dutchmen and with Velasquez mod¬ 

ern painting begins, but Velasquez is more essentially modern than the Dutchmen. 

The powerful chiaroscuro of Rembrandt would have seemed exaggerated to him, and 

Terburg’s detailed insistence upon tangible fact would have seemed petty. He was the 

great discoverer of values; and to him the just amount of light upon an object and the 

exact quantity of air between it and the spectator—its appearance at a given distance 

and under a given effect — this was the one thing about it worth painting, and this he 

painted as perhaps no man has done since. 

PAUL LEFORT “VELAZQUEZ” 

VELASQUEZ may be regarded as a precursor, an initiator, of the modern school 

of painting. In his manner of interpreting life, in his just observation of the laws 

of light, in his habitually clear and simple method of representation, as well as in his 

technique,— so novel and so original even nowadays,— V^elasquez marks such an ad¬ 

vance upon the art of his time that he seems rather to belong to our own. The striking 

relief and perfect solidity with which he endows natural objects, the marvellous envel- 
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opment of air with which he surrounds them, gives such a peculiar intensity of illusion 

and appearance of life to his work, that, comparing it with the productions of even our 

boldest realists, we are tempted to exclaim that this painter of Philip IV. speaks not 

only the language of the painter of to-day, but that of the painter of the future,— a 

language so completely formulated, so definite and so perfected by this master of two 

centuries ago, that we may say, and without injustice, that even our impressionists— 

the advance guard of the modern school — have as yet scarce learned to lisp it.— from 

THE FRENCH. 

Clje ^pamsl) ^tljool of fainting 
1446 TO 1874 

The early art of Spain, unlike that of Italy, is marked by no clear and gradual 

dawn, and what may have been its beginnings is largely a matter of conjecture. 

The struggles of the country for political existence, as well as the frequent contests with 

the Moors, tended to retard its artistic development; and little is to be found which 

antedates the fourteenth century. Even the paintings of that and of the followfing cen¬ 

tury are for the most part but feeble imitations of the works of Italian and Flemish 

masters. In method and technique, indeed, the Spanish school was more derivative than 

original, being strongly influenced by both Italy and the Netherlands; but in spirit it 

was, from the beginning, peculiarly Spanish, reflecting in the sombre tone of coloring 

which prevails, and in the absence of that poetical imagination which charms us in the 

examples of early Italian art, the national characteristics of the race. 

The powerful influence of the Church, the narrow bigotry of the people and their 

rulers, and the terrors of the Inquisition, have all left their impress. Classic art was 

unknown, study of the nude was forbidden, and with the earlv painters, many of whom 

were fervent to fanaticism, it was the religious subject which prevailed, not, however, 

so mildlv devout and pietistic in expression as passionate, emotional and often morose, 

ghastly, and horrible. 

With the accession to the throne of Charles V. in 1516, and the advance in polit¬ 

ical importance of the kingdom, Spanish painting received a decided impetus. Italy and 

the Netherlands were opened to his subjects, and not only did it become customarv for 

Spanish artists to go to Rome, Florence, and Venice to study under the great Italian 

masters, but painters from Italy and Flanders, attracted by reports of royal favor and 

munificence, frequently visited the Spanish court. 

The influence of Flanders, however, which in the fifteenth century had been the pre¬ 

dominating one, was now, in the sixteenth, superseded by that of Italy. The drawing 

of the Florentine masters, the color of the Venetians, and the light and shade of the 

Neapolitans became standards, and it was under the Italian artists settled in Spain and 

the Spaniards who had studied in Italy that the school which is known as “Spanish ” 

mav be said to have come into being. 

It was not until towards the middle of the seventeenth century that Spanish painting 

began to be represented in a national manner, and methods founded on nature pre¬ 

vailed. This was the period when painting in Spain attained its highest development, 

— the period when the two most illustrious artists flourished,— Bartolome Esteban 

Murillo, the greatest religious painter of Spain, and always one of the most popular, 

not only in his own but in other countries, and Diego Rodriguez de Silva \Tlasquez, 

who stands pre-eminentlv first in the history of Spanish painting. 

One of the few who were able to free themselves from the yoke of the Church, 
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Velasquez is, in the broadest meaning of the word, a realist. He is the greatest and 

most original painter that Spain has produced. But, although acknowledged even by 

his contemporaries to be the first among Spanish painters, and without a rival as he was 

in the favor of the King and court, Velasquez had nevertheless but few immediate 

scholars. His son-in-law, Juan Battista del Mazo, his slave and afterwards freedman, 

Juan de Pareja, and his successor in court favor, Carreno de Miranda, are all that 

achieved distinction. 

The golden period of Spanish painting came to an end before the close of the seven¬ 

teenth century, and for more than a hundred years no artist of eminence appeared. 

Not until the advent of Francisco Goya (1746-1828), a painter of ability and origi¬ 

nality, was the decline of Spanish art even temporarily checked. 

It may with truth be said that among the painters of to-day — the modern French 

painters and their fellow artists in Europe and in this country — are found the real fol¬ 

lowers and scholars of the great Spanish master, Velasquez. 

MEMBERS OF THE SPANISH SCHOOL Antonio DEL RINCON, 1446—1500 — Alonso Beruguete, 1480—1561.—■ Luis dc 
Vargas, i 502-68 —Juan de Juanes (Vicente Joanes), 1 506-79 —■ Luis de Morales, about 

I 5 10—86 — Alonso Sanchez Coello,about 15 12-90 — Gasper Becerra, i 520-70 —Juan Fer¬ 
nandez Navarette,called “ El Mudo,”1526—79 — Francisco de Ribalta,about 1550—1628 — 
Juan de las Roelas, 1558-1625 —• Francisco Pacheco, 1571—1654— Francisco de Herrera the 
elder, born 1576, and his son known as Francisco “ El Mozo ” — Eugenio Caxes, 1577—1 642 
— Josef de Ribera, called “ Lo Spagnoletto,” 1588-1656—Juan de Ribalta, 1597-1628 
.— Francisco Zurbaran, 1598-1662—-Diego Rodriguez dc Silva Velasquez, 1599-1660 
— Francisco Collantes, 1599-1656 — Espinosa, 1600-80^—Alonso Cano, 1601-67 — 
Juan Carreno de Miranda, 1614-85-—Bartolome Esteban Murillo, 1618-82—Juan 
de Valdes, 1630-91—Claudio Coello, 1635-93 — Francisco Goya, 1746—1828 — Mari¬ 
ano Fortuny, 1838-74. 

Clft: J^orlts of "ffelasqtif? 
DESCRIPTIONS OF THE PLATES 

“DON FERDINAND OF AUSTRIA” THE PRADO: MADRID This picture is the onlv known portrait by Velasquez of Don Ferdinand, young¬ 

est brother of Philip IVL It was painted probably about 1628, when the prince 

was nineteen years old, but shows traces of retouching by the master at a later period. 

Ferdinand was an enthusiastic sportsman, and is here represented in hunting-costume, 

standing with his dog under an oak-tree. The landscape, showing a Sierra in the dis¬ 

tance, is in a cool light blue-grey tone, and is treated with breadth and freedom. 

“THE TOPERS” THE PRADO: MADRID 

“ '' I ''HE Topers ” Los Borrachos ” ) was paintea by Velasquez for the King in 

1 1628 or ’29, just before the artist’s first visit to Italy, and is one of the finest 

examples of his early manner. The scene is a bacchanalian revel, in which the youth¬ 

ful wine-god, crowned with leaves and enthroned on a cask, is surrounded by his vota¬ 

ries. The brightest light is centred on his figure, the white flesh tints contrasting 

strongly with the swarthy heads of the group of Spanish peasants. 

“Whoever would form an opinion of the artist’s treatment of the nude,” writes 

Professor Justi, “should study this youthful, soft, yet robust figure of Bacchus. The 
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outstretched arm, the projecting knee, the lower leg with the light of the red mantle 

reflected upon it, all show that Velasquez had scarcely anything more to learn in this 

direction.” “No brush,” says Gautier, “ has modelled flesh more finely, has painted 

it with more souplesse, or made it seem so living.” 

“JUANA DE MIRANDA” BERLIN GALLERY The Berlin Gallery has lately acquired this portrait by Velasquez, believed to be 

that of his wife, Juana de Miranda. This name is inscribed on the back of the 

canvas in an old style of writing. 

The lady wears a flowered black velvet gown over which hangs a long, heavy, gold 

chain. A diamond ornament is in her auburn hair, which towers high above her fore¬ 

head. Her eyes are brown and deep-set, her cheeks faintly tinged with red — a gen¬ 

uinely Spanish face. “She has the easy attitude of refined culture,” writes Justi, “al¬ 

though the proud bearing, the firm grasp of the red chair, and the expression seem to 

betray more character than is seen in the royal ladies. Assuredly no one can look at 

this portrait without a feeling of regret that Velasquez should have been prevented by 

the prejudice of his country from leaving us more specimens of his skill in this branch 

of portraiture. ’ ’ 

“DON BALTASAR CARLOS ON HORSEBACK” THE PRADO! MADRID The Infante Don Baltasar Carlos, son of Philip IV. and his first wife, Isabella of 

Bourbon, was born on October i 7, 1629, and died when he was seventeen years 

old. Velasquez painted the young prince many times. The portrait in the Prado, 

Madrid, here reproduced, was taken when the boy was in his seventh year. 

“ Never in his whole career,” writes Walter Armstrong, “ did Velasquez equal this 

picture in spontaneous vitality or in splendor of color. Intellectually the motive is abso¬ 

lutely simple. The boy gallops past at an angle which brings him into the happiest 

proportion with his mount. His attitude is the natural one for a pupil of Philip and 

Olivares, two of the best horsemen in Europe; his look and gesture express just the 

degree of pride, delight and desire for approval which charm in a child. Through all 

this Velasquez has worked for simplicity. He has been governed by the sincere desire 

to paint the boy as he was, with no parade or affectation. That done, he has turned 

his attention to the sesthetic effect. The mane and tail of the Andalusian pony, the 

boy’s rich costume and his flying scarf, and the splendid browms, blues, and greens of 

the landscape background make up a decorative whole, as rich and musical as anv 

Titian.” 

“POPE INNOCENT X.” DORIA GALLERY! ROME 

“ I ''HE second sojourn of Velasquez in Rome,” writes Walter Armstrong, “is 

JL illumined in his artistic career by the production of one of his most extraordi¬ 

nary pictures. Innocent X. decided to honor the Spaniard by sitting for his portrait. 

The Pope was at this time seventy-four years of age, but contemporaries describe him 

as having preserved in an unusual degree that air of commanding vigor suggested by the 

master. The seated figure is turned slightly to the left, and the strong sinister face con¬ 

fronts the spectator with a look in which cunning, secretiveness, and a touch of sensu¬ 

ality are combined. The reds of the cap, the robe, and the chair, and the Pope’s own 

ruddy flesh-tones, are reinforced by the crimson of the curtain behind him.” 

We are told that when the Pope sent his chamberlain to pay the painter, ^’elasquez 

refused to accept the money, saying that the King, his master, always paid him with 

his own hand. The Pope, it is said, humored him. 
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“THE TAPESTRY WEAVERS” THE PRADO; MADRID 

“I 'HE Tapestry Weavers ” (“Las Hilanderas”) was painted probably in 1656. 

X It represents a room in the royal tapestry works of Madrid, where, in the mys¬ 

terious half-light of the foreground, an elderly woman and four young girls are spinning, 

winding, and carding wool. In a raised alcove, brightly illumined by a broad beam of 

sunshine, some vdsitors are inspecting a piece of tapestry. 

J. F. White in writing of this picture says: “The subject is nothing, the treatment 

everything. It is full of light, air, and movement, splendid in color, and marvellous in 

handling. We see in it the full ripeness of the power of Velasquez, a concentration of 

all the art-knowledge he had gathered during his long artistic career of more than forty 

years. In no picture is he greater as a colorist. The scheme is simple, — a harmony 

of red, bluish-green, grey, and black, which are varied and blended with consummate 
skill.” 

“Velasquez,” says Pedro de Madrazo, in describing this work, “is not only a 

painter, he is a magician.” 

“THE MAIDS OF HONOR” THE, PRADO; MADRID 

“ I ''HE Maids of Honor” (“Las Meninas”), painted in 1656, belongs to the 

X period of the highest development of \Tlasquez’s genius. The scene is in the 

painter’s studio in the Old Palace, or Alcazar, of Madrid. 

“ It is generally said,” writes R. A. M. Stevenson, “that Velasquez was paindng 

the king, who sat in the spot from which the spectator is supposed to see the picture of 

‘ Las Meninas.’ During a moment’s rest the Infanta Margarita came in with her at¬ 

tendants, and the king was struck with the group which fell together before his eyes. 

Near him he saw the princess, her maids, her dog, and her dwarfs; a little farther on 

the left, Velasquez, who had stepped back to look at his picture; farther still on the 

right, 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 Jose Nieto 

drawing back ^ curtain. The canvas shown in the picture wmuld naturally be the one 

on which Velasquez was painting the king’s portrait. Some, however, will have it to 

be the very canvas of ‘Las Meninas,’ which Velasquez was painting from a reflec¬ 

tion in a mirror placed near to where the king had been sitting. 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 Velasquez 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. Tradition says that the red cross of the Order of Santiago, which 

you can see on the painter’s breast, was painted there by the king’s own hand, as a 

promise of the honor that was to be conferred on him afterwards.” 

This picture, one of the most perfect facsimiles of nature ever produced by art, was 

pronounced by Luca Giordano to be “the theology of painting.” “So complete is 

the illusion,” writes Gautier, “that standing in front of ‘ Las Meninas ’ one is tempted 

to ask, ‘ Where then is the picture? ’ ” 

“SURRENDER OF BREDA” THE PRADO: MADRID Between 1645 and 1648,” writes Sir William Maxwell-Sdrling, “Velas¬ 

quez painted his noble ‘Surrender of Breda,’ a picture executed with peculiar 

care, perhaps out of regard for the memory of his illustrious friend the Marquis of Spi- 

nola, who died a victim to the ingratitude of the Spanish court. It represents that great 

general—the last Spain ever had — in one of the proudest moments of his career, re- 
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ceiving, in 1625, the kevs of the city of Breda from Prince Justin of Nassau, who con¬ 

ducted the obstinate defence. The victor, clad in mail, and remarkable for easy dignity 

oi mien, meets his vanquished foe hat in hand, and prepares to embrace him with gen¬ 

erous cordiality. Behind the leaders stand their horses and attendants, and beyond the 

staff ot Spinola there is a line of pikemen, whose pikes, striping the blue sky, have 

caused the picture to be known as that of ‘The Lances.’ ” 

This masterpiece of Velasquez’s middle life, and one of the finest historical pictures 

in the world, was painted for the palace of Buen Retiro, and now hangs in the Prado, 

Madrid. The appearance of immensit\' which is given bv the canvas has often been 

remarked, and although no more than twenty figures are in sight, we have the impres¬ 

sion of the presence of an army. 

“PHILIP IV.” NATIONAL GALLERY: LONDON This portrait of Philip IV. of Spain was painted when the King was about fifty 

years of age. He is here represented in black, with the chain of the order of the 

Golden Fleece around his neck, and wearing the golilla, or stiff, projecting collar 

which he had himself invented, and of which Madame D’Aulnoy tells us (“ Voyage 

d’Espagne”) he was so proud that he celebrated the invention by a festival, followed 

by a procession to church to give thanks to God for the blessing. 

“ Faithful in few things,” writes]. F. White, “ Philip kept true to Velasquez, whom 

he visited daily in his studio in the palace, and to whom he stood in many attitudes and 

costumes,— as a huntsman with his dog, as a warrior in command of his troops, and 

even on his knees at prayer, wearing ever the same dull, uninterested look. His pale 

face and lack-lustre eve, his fair flowing hair and moustaches curled up to his eyes, and 

his heavy, projecting Austrian lip, are known in many a portrait, and nowhere more 

supremely than in this wonderful canvas, where he seems to live and breathe. Few 

portraits in the whole range of art will compare with this work, in which the consum¬ 

mate handling of Velasquez is seen at its best, for it is in his late, and most perfect 

manner.” 

“THE INFANTA MARIA THERESA” THE PRADO: MADRID This picture, entitled “ Maria Theresa,” is believed bv Professor Justi and other 

authorities to be a portrait of her step-sister, Margarita, the little princess of “ The 

Maids of Honor.” R. A. M. Stevenson writes: “ She stands directly facing the light, 

in a wonderfully elaborate balloon dress, embroidered with a complicated pattern of 

silver and pink and gleaming jewelrv. In one hand she holds a rose, in the other a lace 

handkerchief, and on the left behind her, in the shadow, a red curtain droops in heavy 

folds. No pupil touched the smallest accessorv of this extraordinary costume; lace, 

ruffles, embroidery, every inch of the dress is painted by Velasquez, with a running 

slippery touch which appears careless near at hand, but which at the focus gives color, 

pattern, sparkle, and underlying form with the utmost precision and completeness. The 

shadow behind the figure is aerial in quality, deep but not heavy, and silvered like the 

passages in light, so that black would tell upon it as a rude brutality of tone. ’ ’ 

Velasquez’s principal paintings, with their present locations 

Berlin gallery: The infanta Maria, Sister of Philip IV.; Portrait of Juana de Mi¬ 

randa (Plate III); Court Dwarf; Alessandro del Borro—^ Dresden, Royal Gallery: 

Portrait of Olivares; Two Male Portraits — Dulwich Gallery: Philip IV. — Frankfort, 

Stadel Institute: Cardinal Borgia — Florence, Pitti Palace: Philip IV.; Portrait of 



c I a ^ q ii c 5 35 

a Man — Florence, Uffiz' Gallery: Philip IV'. on Horseback; Two Portraits of 

Velasquez — The Hague, Museum: The Infante Don Baltasar Carlos; Landscape — 

Kingston Lacy, England, Bankes Collection: “ Tapestry Weavers” Sketch; Cardi¬ 

nal Borgia— London, National Gallery: Philip IV. (Plate ix); Philip IV.; The Boar- 

Hunt; Christ at the Column; Adoration of the Shepherds; Christ in the House of Martha; 

Admiral Pulido Pareja — London, Apsley House: VV^ater-Carrier; Two Boys; Portrait 

of a Man; Pope Innocent X.; Don Francisco de Quevedo y Villegas — London, Dudley 

House: St. Clara; Portrait of a Man — London, Hertford House: Philip IV.; Three 

Portraits of Don Baltasar Carlos; Lady with a Fan; Portrait of Olivares; Portrait of an 

Infanta; Landscape—London, Grosvenor House: The Riding-School; Portrait of Young 

Man — London, Richmond Hill: Two Peasants, Kitchen Scene; Spanish Beggar — 

London, Stafford House: St. Charles Borromeo; St. Francis Borgia; Landscape — 

Madrid, The Escorial: Joseph’s Coat — Madrid, The Prado : Adoration of the Magi; 

Christ Crucified; Coronation of the Virgin; St. Anthony Abbot and St. Paul, the Her¬ 

mit; The Topers (“Los Borrachos’’) (Plate ii); The Forge of Vulcan; Surrender of 

Breda (“ Las Lanzas ’’) (Plate viii); Mercury and Argus; Philip HI. on Horseback; Mar¬ 

garita of Austria, Wife of Philip HI., on Horseback; Philip IV. on Horseback; Isabella of 

Bourbon, First Wife of Philip IV., on Horseback; Don Baltasar Carlos on Horseback 

(Plate iv); The Count-Duke Olivares on Horseback; Philip IV. Standing; Philip IV. in 

Armor; Maria, Queen of Hungary, Sister of Philip IV.; Don Carlos, Brother of Philip 

IV.; Don Ferdinand, Brother of Philip IV. (Plate i); Philip IV. in Hunting-Costume; 

Don Baltasar Carlos in Hunting-Costume; Philip IV. with Sceptre; Two Portraits of 

Mariana of Austria, Second Wife of Philip IV.; Philip IV.; Philip IV. at Prayer; Mariana 

of Austria at Prayer; Don Baltasar Carlos; Infanta Maria Theresa, Daughter of Philip IV. 

(Plate x); The Tapestry Weavers (“Las Hilanderas”) (Plate vi); Don Luis de Gongora 

y Argote; Juana de Miranda, Wife of Velasquez; Francisca, Daughter of Velasquez; The 

Sculptor Martinez Montanes; The Maids of Honor (“Las Meninas”) (Plate vii); Don 

Antonio Alonso Pimentel; Aisop; Moenippus; Mars; Two Male Portraits; Alfonso Mar¬ 

tinez de Espinar; Pablillos de Valladolid, a Buffoon; “El Primo," a Dwarf; “El Bobo 

de Coria;’’ “ El Nino de Vallecas;’’ “Don Antonio el Ingles,’’ a Dwarf; Don Se’bastian 

de Morro, a Dwarf; Don Juan de Austria, a Buffoon; Babarroja, a Buffoon; Ten Land¬ 

scapes-—-Munich Gallery: Portrait of Olivares—Paris, Louvre: The Infanta Mar¬ 

garita Maria; Two Portraits of Philip IV.; The Infanta Maria Theresa; “Reunion de 

Portraits;’’ Don Pedro de Altamira—Rokeby Park, England: Venus with the Mirror 

— Rome, Doria Gallery: Pope Innocent X. (Plate v) — Rome, Capitoline Gal¬ 

lery: Portrait of Velasquez (Page io) — Salisbury, Longford Castle: Don Adrian 

Pulido Pareja; Juan de Pareja—-Stockholm Museum: Philip IV.— St. Petersburg, 

Hermitage Gallery: Pope Innocent X.—Vienna, Imperial Gallery: Mariana of 

Austria, Second Wife of Philip IV.; Two Portraits of Philip IV.; Three Portraits of the 

Infanta Margarita Maria; The Infante Philip Prosper; Don Baltasar Carlos; The Infanta 

Maria Theresa; Isabella of Bourbon, First Wife of Philip IV.; Laughing Boy — York, 

England, Castle Howard: Juan de Pareja; Don Baltasar Carlos and His Dwarf. 

^tlastiuei 33tl)Ucig:rapiiy 
a list of the principal books and magazine 

articles dealing with VELASQUEZ AND HIS SCHOOL 

ASENSIO, don JOSE MARIA Y TOLEDO. Fr. Pacheco sus obras Artisticas. 

(Seville, 1867) — Bermudez, Cean. Diccionario Historico. (Madrid, 1800) — 

Beruete, A. de. Velazquez. (Paris, 1898)—^Blanc, C. Histoire des Peintres. (Paris) 

-—Bosarte. Viage Artistico a varios Pueblos de Espaha. (Madrid, 1804) — Burger, W. 
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Tresors d’Art en Angleterre. (Paris, 1865) — Burger, W. Velasquez et ses Qiuvres. 
(Paris, 1865) — Carducho, V. Dialogos de la Pintura. (Madrid, 1633)—Cumber¬ 
land. Anecdotes of Painters in Spain. (London, 1782) — Curtis, C. B. Catalogue 
of the Works of Velasquez and Murillo. (London and New York, 1883) — Davillier, 
C. Memoire de Velasquez. (Paris, 1874)—El Arte en Espafia. (Madrid, 1862) 
— Eord, R. Handbook for Spain. (London, 1855) — Eord, R. Velasquez. Penny 
Cyclopaedia. (London, 1833—43) — Gautier, T. Guide de PAmateur au Musee du 
Louvre. (Paris, 1882) — Gautier, T. Tableaux a la Plume. (Paris, 1880) — Guel- 
LETTE, C. Les Peintres Espagnols. (Paris, 1863) — JusTi, C. Diego Velazquez und 
sein Jahrhundert. (Bonn, 1889)—Justi, C. Velasquez and His Times: Trans, by 
A. H. Keane. (London and Philadelphia, 1889)—Knackfuss, H. Velazquez. (Leipsic, 
1895) — Lawson, E. K. Catalogue of the Museo del Prado. (Madrid, 1896) — Lefort, 
P. Velazquez. (Paris, 1888) — Madrazo, Don Pedro de. Catalogo del Museo del 
Prado. (Madrid, 1872) — Madrazo, Don Pedro de. Viage Artistico de tres siglos 
por las Colecciones. (Barcelona, 1884)—-Pacheco, E. El Arte de la Pintura. (Seville, 
1649) — Palomino de Castro y Velasco. El Museo Pictorico y Escala Optica. (Madrid, 
1715)—Passavant. Die Christliche Kunst in Spanien. (Leipsic, 1853) — Quillet. 
Dictionnaire des Peintres Espagnols. (Paris, 1815) — Rios, Amador de los. Seville Pin- 
toresca, etc. (Seville, 1844)-—Ris, C. de. Le Musee de Madrid. (Paris, 1859) — Rob¬ 
inson, Sir J. C. Memoranda on Eifty Pictures. (London, 1868) — Sanchez, C. A. Los 
Museos de Espafia. (Madrid, 1 875) — Stevenson,R. A.M. The Art of Velasquez. (Lon¬ 
don, 1895) — Stirling-Maxwell, Sir W. Annals of the Artists of Spain. (London, 
1848)—^Stirling-Maxwell, Sir W. Velasquez and His Works. (London, 1855)—- 
Stowe, E. Velasquez. (London, i88i) — Valle, Zarco del. Documentos ineditos 
para la Historia de las Bellas Artes en Espaha. (Madrid, 1870) — Viardot, L. Les Mu- 
sees d’Espagne. (Paris, i860) — Villaamil, C. Revista Europa: Informaciones de las 
calidades de Velasquez. (Madrid, 1874) — Wyzewa, T. de. Les Grands Peintres de 
rEspagne et de r Angleterre. (Paris, 1891). 

magazine articles 

Art Journal, vol. 4: Velazquez — Art Journal, vol. 35; Velasquez — Art Jour¬ 

nal, VOL. 40: Paul Lefort’s Velazquez—L’Art, nov. and DEC., 1878: Quelques 

Velasquez au Musee de Madrid (P. de Madrazo) — L'Artiste, march, 1868: Velasquez 

(T. Gautier) — Blackwood’s Magazine, vol. 164: Velasquez the Courtier — Black¬ 

wood’s Magazine,VOL. 166: Two Spectacles— Chamber’s Journal, vol. 8; Velasquez’s 

Lost Picture — Dial, vol. 10: Justi’s Life of Velasquez (A. French) — Edinburgh Re¬ 

view, VOL. 171: Diego Velasquez — Fortnightly Review, vol. 71: Tercentenary of 

Velasquez (H. Ellis) — Fraser’s Magazine, vol. 52: Stirling-Maxwell’s “Velasquez and 

His Works ”—Gazette DES Beaux-Arts, 1863: Velasquez a Madrid (C. Blanc) — Ga¬ 

zette des Beaux-Arts, 1879, 1880, 1881, 1882, 1883, I 884: Velazquez (Paul Lefort) 

—Jahrbuch der Preussischen Kunstsammlungen, 1887: Velazquez (C. Justi).— 

Kunst-Chronik, vol. 19: Velasquez — Lippincott’s Magazine, vol. 51: Velasquez 

(C. C. Cooper) — Literary World, vol. 14: Velasquez — Living Age, vol. 188: 

Velasquez and His King (H. A. Kennedy) — Magazine of Art, vol. 6: Velasquez — 

Nation, VOL. 49: Justi’s Life of Velasquez (Kenyon Cox) — Nation, vol. 59: Velasquez 

in Madrid (E. R. Pennell) — North American Review, July, 1899: The Tercentenary of 

Velasquez (Charles Whibley) — Portfolio, July, i 896: Life of'Velasquez (Walter Arm¬ 

strong)— Portfolio, OCT., 1896: Art of Velasquez (Walter Armstrong) — Quarterly 

Review, vol. 83: “Head and Stirling on Spanish Art’’—Quarterly Review, vol. 

133: Velasquez — Revue des Deux Mondes, July, 1861: Velasquez (C. E. Beule) — 

Revue des Deux Mondes, aug. and sept., 1894: Velasquez (E. Michel) — Saturday 

Review, VOL. 67: Velasquez — Saturday Review, vol. 81: Art of Velasquez by Steven¬ 

son — Westminster Review, vol. 64: Works of Velasquez — Zeitschrift fur Bildende 

Kunst, vol. ii and vol. 18: Velasquez. 
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Brown’s Platinoprints, 3c. each. /OO Subjects each. 

Brown’s Carbonprints, 3c. each. Full list of subjects in our catalogue. 

G. P. BROWN (Si CO., 81 Lovett St., Beverly, Mexss. 
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PARENTS desire a school for their sons which gives ade¬ 

quate attention to physical, mental,, and moral develop¬ 

ment and training, a school which does not waste time, 

nor overwork its students. 

Michigan 
Military 
Academy 

Founded twenty-three years ago, 

situated in the beautiful lake region 

of Central Michigan, 

Stands the Tests 

of those requirements, and has con¬ 

sequently grown to a commanding 

position among the college fitting 

schools of the country. Its certifi¬ 

cate of preparation is accepted by all 

colleges that use this method for en¬ 

trance, and its graduates have main¬ 

tained themselves with credit in all 

the colleges and universities of the 

country. I ts course of study is adapted 

also to the needs of those who do not expect to go to college. 

Catalogue gives full description and illustration of the seven 
large buildings grouped on a campus of 150 acres; it also con¬ 
tains many discriminating opinions of educators and patrons 
upon the work and methods of the academy. 

Address Colonel J. SUMNER ROGERS, Supt. 

• ORCHARD LAKE, MICH. 

ipramsE ®nt\)Ersitp 
Collcffe of JFinc 3lrt6 

Offers courses in Painting, Music, and Architecture. 

In Painting, a travelling fellowship worth $500 is 

offered each year. Instruction in all departments by 

distinguished specialists from our own country and 

Europe. 

Dean ENSIGN McCHESNEY 

Fourth Annual Session of 

€l)e Cape Cob 
of a^catoing anb fainting 

Dewing Woodward, Instructor. 

June 1st to October ist. 

For particulars write to 

L, L. JOHNSON, The Pungo, Provincetown, Cape Cod, Mass. 

COMMERCIAL DRAWING TAUGHT 
iiSy Oc>x*x*esi>oxi.<^ex3ioe« 

V/e fit the student for work in Newspaper, Lithographing, 
^Engraving and other Establishments, or the Studio. The 
* - profession is highly profitable, and 

i the demand for competent educated 
artists is practically unlimited. 

PRACTICAL drawing taught by PRACTICAL 
methods. Write for further information. 

SCHOOL OF APPLIED AET, Box 3807, Battle Creek, Mich. 

gtcljool of Srafoing anO 
fainting 

MUSEUM OF FINE ARTS, BOSTON, MASS. 

fnjstruttor^: E. C. TARBELL, F. W. BENSON, and 

PHILIP HALE, Drawing and Painting 

B. L. PRATT, Modelling 

Mrs. WM. STONE, Decorative Design 

E. W. EMERSON, Anatomy 

A. K. CROSS, Perspective 

Twenty-fifth year now open. 
Free use of Museum galleries. Paige Foreign Scholarship for men and 
women. Helen Hamblen Scholarship. Ten Free Scholarships. Six 
prizes in money. For circulars and terms address 

Miss Emily Danforth Norcross, Manager 

ICfje ©ric ^cl^ool of 9[rt 

Third Year, Oct. i, 1900, to June i, 1901. 

Head Instructor and Director, 

ERIC PAPE, Painter and Illustrator. 

No Examinations for Admission. 

Drawing and Painting from life, separate classes for men and women. 
Portraiture, Still Life, Water-color, Pastel, Pyrogravurc, Wood-carvings 
Composition, and Decorative Design. 
Illustration, with costume models, Pen, Wash, Gouache, Poster and 
Book-cover designing. Decorative Illumination for books. 
Evening Life and Illustration Class for men, 7 to 10 P.M. 
Scholarships, Medals, and Prizes, 
For circulars and all information address 

H, JARVIS PECK, Secretary, 

Corner Massachusetts Ave. and Boylston St., Boston, Mass. 

art acatitmj> of Cincinnati 
Endowments, $393,000. Tuition Fee, $20. 

DRAWING AND PAINTING 
Five Life Classes; Frank Duveneck, T. S. Noble, 

V. Nowottny, L. H. Meakin, and J. H. Sharp 

MODELLING ; C. J. Barnhorn 

CARVING : W. H. Fry 

Also Preparatory and other Classes 

33d year: Sept. 24, 1900, to May 25, 1901 
AND SUMMER TERM OF tO WEEKS FROM JUNE IS 

For circulars write A.T. GosHORN, Director, Cincinnati 

Virginia female S^n^ititute 
for goung Habicj^ 

situated in the mountains of Virginia. Preparatory and elective courses. 
Music, Art, Languages, and Elocution, specialties. Fifty-seventh ses-- 
sion begins September ij. Write for catalogue. 

Miss MARIA PENDLETON DUVAL, Prin., Staunton, Va. 

Successor to Mrs. Gen. y. E. B. Stuart. 
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Owners of Buildings 
CAN AVOID LIABILITY 

by having roofs fitted with 

THE FOLSOM 
NEW MODEL 
SN0W6UADD 

The simplest and only perfect device for holding snow 
where it falls, preventing snow and ice slides, and the 
gathering of ice at the eaves, which so frequently causes 
water to back up under the slates or shingles. Speci¬ 
fied by leading architects for all classes of buildings. 

SEND FOR FULL INFORMATION 

Folsom Snow Guard Co. 
116 South Street, BOSTON 

r 
Selling Agents for 

WILSON’S 
VENETIAN BLINDS 
For Exterior and Interior 

ILLUSTRATED 
CATALOGUE 

Sent upon Application 

School Compass. 

?- 

This is a divider, 

made of brass and steel, with a 

patent lead point holder made 

the right size to hold a 6 H 

Siberian lead, and is especially 

adapted to school use. 

35 CENTS EACH.* 

$4.00 PER DOZEN. 

FROST & ADAMS CO. 
37 CORNHILL****** BOSTON, MASS. 

PHOTOGRAPHS OF ART WORKS 

IN PLATINUM AND CARBONEHE 

CATALOGUES OF 

15,000 SUBJECTS, 

15 CENTS. 

ILLUSTRATED 

CATALOGUE OF 

3,600 SUBJECTS. 

$2.00. 

Views from All Parts of the World. Album Making and Photograph Mounting. 

SOULE PHOTOGRAPH COMPANY 
338a WASHINGTON STREET---BOSTON, MASS. 
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GIBSON CALENDAR FOR 1901 

Copyright^ iqOO^ by Life Publishing Co. 

Twelve Cards, 12x15 inches, each with a large drawing and marginal sketches 

Price, Postpaid, $2.00 

BATES M GUILD CO., BOSTON, MASS. 

WILLIAMS & EVERETT OUR CATALOGUE OF 

art ^prcialte arct)itrctttral 
for ^oUtiap Cratit ^uiblications 

ANTIQUE POTTERY 

BAVARIAN METAL 
MANY OF THEM SUITABLE FOR 

FACSIMILES IN SPECIAL 
ARTT'^TTP FRAMES 

HOLIDAY GIFTS, IS NOW READY, 

NEW PAINTINGS 
AND A COPY WILL BE MAILED 

FINE WATER-COLORS 
UPON REQUEST 

CHOICE ETCHINGS 

ALL THE NOVELTIES OF 
THE SEASON 

BATES & GUILD CO. 

WILLIAMS & EVERETT 
190 BOYLSTON STREET BOSTON, MASS. 
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You Can Not Buy It. 

THIS IS NOT THE PICTURE YOU WILL RECEIVE. 

THIS MERELY GIVES AN IDEA OP THE WIDOW. 

Catalogue of examples of proofs in miniature 

by Gibson, Hanna, Gilbert and others, for 

selection, sent on receipt of 10 cents. 

TI>UT a Head of Gibson’s Most Bewitching 

Girl may he yours for nothing. Each 

proof signed personally by C. D. Gibson, 

matted and ready for framing, 14 inches by 

11 inches in size, on Japan paper. We show 

herewith a profile sketch of the beautiful 

heroine of Mr. Gibson’s new series of car¬ 

toons, illustrating the adventures of a widow, 

Mr. Gibson’s latest and most important 

work, now appearing in Life. The portrait 

is much larger and shows her fuU face. 

You can secure the signed portrait only by 

sending $5.00 for a new subscription to Life 

for one year. The drawing will not be sold 

or reprinted. It is for the exclusive owner¬ 

ship of our subscribers. At the expiration of 

this offer the plate will be destroyed. 

New subscribers will receive for five dollars 

a year’s subscription to Life and the signed 

portrait which you cun get in no other way. 

This offer is net. 

Life Publishing Co., 19 West 31st St., N. Y. 

PYROGRAPHY 
OR 

BURNT WOOD 
ETCHING 

The art of decorating wood, leather, 

or cardboard by burning the design 

into the article to be decorated 

A descriptive booklet, giving directions, 

description and price list of tools and 

materials, designs, etc., will be sent 

free upon request 

(ffi) 

THAYER & CHANDLER 

IMPORTERS AND DEALERS IN ART 

GOODS OF EVERY DESCRIPTION 

144-146 Wabash Ave., Chicago, Ill. 

The Great Picture Light. 

Nos. 7034, 7035. 
Pat. Dec. 14, ’97. 

FRINK’S PORTABLE 
PICTURE REFLECTORS 

For electric lig^ht, meet all requirements for 
lighting- pictures. Every o-wner of fine 
paintings could use one or more of these 
portable reflectors to advantage. The fact 
that so many have ordered these outfits for 
their friends is proof that their merits are 
appreciated. Height, closed, 51 inches ; ex¬ 
tended, 81 inches. The light from the re¬ 
flector can be directed at any picture in the 
room and at any angle. 

Frink's Portable Picture Reflector 
with Telescope Standard. 

No. 7034, brass, polished or antique, with 

plug and socket for electric lamp, $27.50. 

No. 7035, black iron, with plug and socket 

for electric lamp.$16.50 

These special Reflectors are used by aU 
the picture-dealers in New York, and by pri¬ 
vate collectors not only in this country, but 
in Paris, London, Berlin, and other cities. 
When ordering, kind’y mention the system 
of electricity used. Satisfaction guaranteed. 
Parties ordering these Reflectors need not 
hesitate to return them at our expense if 
not found satisfactory. 

I. P. FRINK. 551 Pearl Street, New York City. 
GEO. FRINK SPENCER, Manager. 

Telephone, 860 Franklin. 
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MASTEBS IN ABT PBINTS 
NEW Series of large-size reproductions of selected masterpieces of painting, de¬ 
signed for collections, decoration, and framing. These reproductions are made 
by a new process, which not only produces prints of extreme beauty in themselves, 
but which preserves to the fullest extent the quality, softness, and subtle tone-grada¬ 
tions of the originals. Their warm sepia color makes them especially harmonious 
as wall decorations. Absolutely permanent, they will not change color nor fade. 

NUMBER ONE 

df tije 
IN THE 

^ratio, jHabrib 

Murillo’s celebrated “ Children of the Shell ” is reproduced as Number i of the “ Masters in 
Art Prints.” The print itself measures 8 x to inches (about three times the size of the repro¬ 
duction in this issue), and is on plate-marked paper 13^ x 18 inches. Price $1.00, postpaid. 

BATES GUILD CO. is exchange st., boston, mass. 

HOTOGRAPHS OF NEW 
ENGLAND HISTORICAL 
BUILDINGS AND COLONIAL 
AND PROVINCIAL HOUSES 

Illustrated and Descriptive Catalogue mailed 
on receipt of four cents in 

stamps 

WILLIAM H. HALLIDAY 
OLD CORNER BOOK STORE 

BOSTON, MASS. 

The Brochure Series 
OF ARCHITECTURAL ILLUSTRATION 

Beginning with January, the number of 

pages of reading-matter and illustrations will 

be increased. The subscription price will be 

$1.00 a year, instead of 50 cents as formerly. 

This magazine covers the subject of European 

architecture in much the same way as “ Mas¬ 

ters in Art ” covers the subject of painting. 

Sample copy free. 

BATES & GUILD COMPANY, BOSTON, MASS. 

Jfrt 

Photographs 
in Dainty 
Framings 

17 Bromfleld St. 
P.n dne flight 
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BRAUN’S 
CARBON 
PRINTS 

^ 5mpovt^b T)?ov^0 of 
f 100,000 DIRECT REPRODUCTIONS FROM THE ORIGI¬ 

NAL PAINTINGS AND DRAWINGS BY OLD AND MODERN 

MASTERS. «• Our world-renowned PUBLICATIONS OF 

THE MOST CELEBRATED MASTERPIECES BY TITIAN 

NUMBER 300 ; BY HOLBEIN, 400 ; BY VELAS¬ 

QUEZ, 150; BY REMBRANDT, 400; etc., 

ETC. *•*<«• Illustrated extract from our Gen¬ 

eral Catalogue sent on application ; price, 50 

cents (free to educational institutions). ■»•*«»' 

Special terms to schools. 

(^taun^ Cf^menf & Co. 
Cor. 28th St. 2^9 (Uei» ^Orll 

no other BRANCH HOUSE IN AMERICA 

Visitors to New York 
Are cordially 

invited to the 

Exhibition of Paintings 
By Corot, Daubigny, Dupre, Diaz, 

Henner, Jacque, Meissonier, Roybet, 

Rousseau, Ziem, Lely, Mierevelt, 

Pourbus, Mignard, Nattier, Reynolds, 

Lawrence, Romney, etc., in the 

JIrt 0allerie$ 
of 

EDWARD BRANDUS 

391 Fifth Avenue Rue de la Paix 
Between j6th and 37th Streets J ^ 
New York Paris 

Wa-lter Kimbadl 
®. Co. R.00KW00D 

POTTERY 
A Few Unique Specialties 
from our ChristmaLS Stock GRAND PRIX, PARIS, 1900 

Especially-framed Photographs 
T'/>e ’World’s Highest Honors 

from Old a.nd Modern Masters. 

Foreign CsLSts in Color. 

Rozenburg Pottery and Porcelains. 

Ma.rquetrie Desk Orna.ments. ^"1^ This mark is incised on each 
Germa-n Decorative Gla-ss. piece. 

Antique Candlesticks. ^ 1 The ware is for sale by a 

Repousse Copper Jardinieres, dealer in every large city. 

Vases, Etc. A book about it on application to 

Merrimac Ceramic Pottery. 

Etchings and Water-Colors in 
variety. ROOKWOOD 

POTTERY 

Ticknor House V 9 Pocrk CINCINNATI 

Street, Boston 



VOLUME I. OF ‘‘MASTERS IN ART,’' COMPRISINQ THE ISSUES 

FROST'JANUARY, IOOO, to DECEMBER, 1900, INCLUSIVE. {PARTS 1 

TO 12), CONTAINS MON^l|LAPHS UPON THE FOLLOWING ARTISTS 
^I_I^^: • V : 

PARTI 

VAN DYCK 
PART 7 

REYNOLDS 
PART 2 ^ ^ 

. TITIAiLla 
PARTS 

MILLET” 
PART 3 

VELASQUEZ 
PART 

GlOr BELttNI 
PART 4 

HOLBEIN, 
PART 10 

MURILLO 1 
PART 6 

BOTTICELLI 
part: n ■. 

HALS. 
^ ' 5 

PART « i 

^^SREMBRANDT ‘ 

PAR'X^12 

s^^AphAEL 
ANY PART SEPARATELY, 16.CENTS. THE COM¬ 
PLETE SET OF TWELVE, UNBOUND, $1.60, POSTPAID 

' Q 

IblJ^VIJSfCS IBOVJ^T) VOLVMES 
VOLUME I., CONTAINING THE TWELVE ISSUES ABOVE LI^ED, BOUND 

IN CLOTH WITH GOLD COVER-DESIGN AND GILT TOP, $3.00. POSTPAID. 

BOUND IN HALF-MOROCCO WITH GOLD DESIGN AND GILT TOP, $3.50, 

POSTPAID. ^SUBSCRIBERS* COPIES OF VOLUME I. BOUND TO ORDER IN 

CLOTH WITH GOLD STAMP AND GILT TOP, $1.60. IN HALF-MOROCCQ. 

QCLD stamp and GILT TOP, $2.00 

BATES & GUILD COMPANY, PUBLISHERS, BOSTON 



KAZAKS, 

SERAPES, 

CARABAGHS, 

MOUSSOULS, 

BOKHARAS, 

SAVALANS, 

IRANS, 

KHIVAS, 

SARAKS, 

DAGHESTANS, 

KERMANS, 

SHIRAZ. 

AN ENTIRELY NEW 

STOCK, SELECTED 

BY ONE OF THE 

BEST EXPERTS IN 

THIS COUNTRY. 

THE CONDITIONS FOR 

THE EXAMINATIONS OF 

RUGS ARE EXTREMELY 

FAVORABLE, WITH PER¬ 

FECT LIGHT AND AMPLE 

ROOM. 

YOUR INSPECTION 

IS DESIRED. 

SHEPARD, N WELL & CO. 
Winter St and Temple PL, Boston. \h'>- ~ 

PrtatcA at Tbe BvMCtt Piw. 


