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the iife of the saint

Sebastien, for which Claude

aﬁﬁ Jume Ind, 1911, in the T%ﬁ&txa Chatelet in Pard

opera takes place in five acts, first sob Sebastisn

for the martyrdom of Mare

ouncil of the False Cods.

blan is wartyved. It is called The

Blessed Glory. 1% i:m £ifth act i;m mmt #nters Paradise.

s strictly within the tradity
The succession of events,
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and the second mertyrdom, as well as the ultimate triumph of

éﬁfﬁ&m% His concers

does not wﬁall& f@va@vs around the saiat‘@ triumph

HWhen Et&ﬁﬁmﬁiﬂ m&$ & a~

such g8 Saint %@bﬁ&ﬁi&a, it is iﬁ@ip&&ﬁt
Christiasnity at 1ts wmost primitive that

he portrays. Iw the charscter Saint
Sebastien, it is net the divine serenity

of the believer through all nis torture,
seeing slways salvation, which 1is ghown.

He shows a masochistic saint in a crude
desire to shed his own blood, who cries

out to them te kill bim If they love him(20).
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not in the totality of the legend, but in ite potentisl for

the mingling of pain and love which come together In the
martyrdom and its aftermath. Too, the presence of the women

is determived, not as in the gﬁrwgae, becaguse they are a
S?ﬁﬁ@i:@ﬁ-ﬂh&ﬁi&?“&ﬂ@'ﬁ@ﬁﬁmﬁﬁiﬁﬂg but %@@aﬁga they are g vehicle

by which D'Annunzie can intensify the Romsntic sgomy, Thus

the Italian's choice of subject matter and Interpretation of

it perpetuates the exoticism of the pracesding century. His
Work represents the last flowering of the decadent tradition of
the nineteenth century.

At the same time his play is witnese Lo the birth of the
Bado-masochistic impulses whick will dominate the twentieth
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like himgelf, mmem@ by the world around Eﬁ.af@ Here Be
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1@%@& manifested in %ﬁ@ thionking of ?@ﬁ&ﬁsaé Williems whe in
. 22

_ stion for his hero
who 1g tormented and deveured by the world around Bim,
It is thus evident that in the twentieth century, ss in

the preceeding eras, the basic elements of the Seba
legend are adapted to Fit the needs and desires of the age in

which the story is reproduced.
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Chapter II
The Early Cyeles

In art ge in literature the civcumstances of Saint Sehastian

own, The sceme

being cgred for by Irene are pot wholly unkn
iﬁ @&tt of the y&ct@ri&i vocsbulary of aii major countriss of

However, the event is ravely ﬁ%@i@taﬁ before

;Mﬁsaﬁt& century and it is never %iiﬂﬁtﬁ&?ﬂd as gn

It oceurs only in those works which portray
several events from the 1ife of the saint.

While the flrst konown reépresentation of saint Sebaskisn

iz s seventh century mosaie In Rome In Saint Peter's ad Vineula,
the first known presentation of the scenme of Ireme caring for

unded seint 18 = thirteenth century copy of a tenth

eentury frasaa{?ig 1). Formerly in the now extinct

P@ﬁa&ﬁﬁéi% chmr@h of Sﬁﬁtﬁ Marie Pzllara, which sccording to

legend was ?1aae§ over the spot where Sebastlian wae martyred,

the fresco bas been ativibuted to en artist nawed Antonio

1

&*Belinsi.

In @ drawing which illustrates this werk one csn gses the

young, beardiess, &ﬁaﬁiﬁy Sebastian, seated in s room deveid

of other furniture. Ireme is standing ¢ his left holding

ng ﬂﬁ arrvow from it.

bis left srm and removi
tﬁﬁt this- It@li@a ma&tar has chesen to illustrate that part of

the narrative where Aubrose stated
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- ET Inveniens eum viventen, adduxit ad domum
suam in scals excslsa ibi manebet a¢ palstum
ibi intra paucos diss saluten Integerrinam
recuperevit in ommibus membris.(2)

The avallaeble evidence indicates that this theme does not

2gain become 8 part of the visual tradition ¢f Western Europe

kable is the

until the late fifteenth century. What ig Lenyy

anmzusiaa of this scepe, in spite @ﬁ*ﬁtx r@i& a8 8 namaa@ary

“hinge In the logical construetion @f thi lagend, iIn those wark&

regardless of how alaborate or how simple, which deal with the
cyele of Bebastian's 1ife.

In Italy, the birthplaece of the visual presentatio

the event, this omission is evident in such works as the
14th century tﬁi@ty@h %y.§$13$ﬁmi-ﬁg£ Bionds in the Qpera
del Duomo in Flaren@a and the @r@ﬂ@iiﬁ in Empoli by

&
Francescs 41 Glovanni Boteielni(l446-1497). oOurside Italy,

theastern France, am sves which experienced the plagus in

1348, 1361, 1363, and 1487 there zve é great many chepels

dedicated to the saint, but in none is thers a freseo cyele
5

ing Sebastian. in ggﬁﬁ@@y the same

which @@gﬁatg Irvene attend

&ppesrs to be truwe. Albrechi Altdorfer(1480~1538) in his Saint
?iﬁﬁiﬁns&ltaryiﬁae’ii%@$tr&%$$fnmiy the scene of Sebastien
before gﬁg amparar, ge&aatian hﬁ&t&ﬂ, his martyrdom and bis

burial, In Spaia t&e—ﬁ&m& condition seens to exie

of pis books on Spanish painting does C.R. Post refer to the




fllustration of this thema |
The inevitable question is: why do all these artists of
different patlionaliities exclude this event from thelir visual

presentation of the Sebsstian legend? The snaver iz not vhelly

_,n_- $ fw

rident, In pstt, it 1ies in the taste for typole

;t%ama&i@'aﬂ@ formal symmetry, and in the desire to sdapt the

orm snd content of the Sebagtian legend to the existing pre~
sentstion of the life and p

sglon of Cheist. o part, it

resides within the requirements of the mystery play which

. q .
.ﬁ ::_;ét' 1) * Z'ﬁr-:. e

only of itself, but of fts wisual sources, the

presentation of dramatic, climectie, events. Yitimately

derived from Lhat same intangibl

thee iliustrations are s visual reflection of their cultursl

miliew. Like their litevary counterparts they are g preduct
' togma of Christianity

as the redemption of man, net only through the suffering,

desth @

4 resurrection of the Son of God, but through the

ﬁ@fﬁaxiag.aﬁé glorlous death snd ascension of thelr favorite

Deppite the fect that thée scene of Iren

wounded saint %ﬁ'ﬁmﬁﬁtﬁﬁ-ﬁf@&“ﬁ%ﬁﬂﬁﬁjﬁﬁﬁﬁy of those works which
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iliustrate seenes from the 1life of Sebastisn, theve are four

late fifteenth century

works, which in opposition to the

mes, do include this scene in their

iconcgraphic trend of the &3

visual presentation of the Early Christisn legend.
In Italy the wmotive cem by found in sn sngreved devetiomal

sheet, %ggbakiy.@f.ﬁﬁﬁﬁaﬁtiﬁ@.@gigin, which dates c. 1463-1480.

‘ (Fig. 2},  An impression of the print is in the Serai

Museum in Comstantinople. The scene is owe in a serieés-of

e of the saing.  Th

-nude saint

event Lakes place in a lsndscape getting. ?ﬁg-me

whe iz “shot full of asrrows as is & ﬁaﬁgﬁﬁ@fmg iz standing, his

right Band raised in blessing. Ireme 12 to bis left and she

i,  Behind Irene and to her left is a pisce

of avehitecturs. As it &§§&%E$ €0 be a church, it would seem

that the artlst iz Tfamiliar with the text of Awbrose who

indicated that Irene “adduzit sd domum suam in scalas encelsa”

rsther than with the nore m&mmmﬁ? work of the scholar

very much like the Colwm of Trajan. KNe

solusn which lovks

doubt it vepresents, on the pert of the artist, én attempt to

R e

establish the geographical lecatiom of %ﬂ&-maxﬁgxﬁﬁm@ i.2. Bow

e healthy mature of the salint, thie scene has

nothing in comson with the earlier ktenth century Italisn fresce.
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Thus, it would seem that there is no mative or Indigenous
fconographic tradition for the presentation of the saint,
for in the latter work, the setting, the rols of Ireme, and the

sttifude of Sebastian sre whelly different. In addition

this fifteenth centwry ar od an angel iato the
Scene. The motif, not indicsted In the original texe, is
obviously a reference te Sebastisn's holy nature, his victory

aver death, to the presence of God, as well a8 an indication of

the fifteenth cemtury taste for the wingling of the natursl
and supernatural.

This motive also appesys as a background detsil in s Cevman
{(Pig. 3). W
in the Wallvaf-Richartz Wuseum, it was origlually commissiome

buted te the Master of the Holy Kin

triptyeh attyil

in 1499 for the Cologne church of St. Amt&@my by the brothers
i1
hood of Saint Sebastiau.

left wing he has depleted the saint preashing t5 MaresLlemus wed

xaywe%@at@é the conversion a& Claudius snd the gppearance of the

aﬁgﬁl to sahastian ag he is ﬁaﬁafe the @aﬁf and dumb Zoe,

& HMagter of
the Holy Rin has shoen

on the ground, in kesplog with the ﬁﬁﬁrf'ﬂﬁﬁtam, He 1s being




hot by astchers who stand on either side of bim., In the
backgreund Ivens, with the asslstance of an angel is caring

for Sebastian who is atill bound to the stake, To the right

of this group one cam ses the scens im-ﬁﬁ&eﬁ.sahaaﬁiaww-a@w well,

returns

to challenge Biecletiun on the steps of the empevor's

palsce. In the thivd panel, the srtist has shown

Sebastian

nd thrown in a sewer.

In the backgroun

d Bebastian appears to lucy in & dream and

there is the witimate burial procession to the catscoumb

engraving., However, Iin spite of this and the fact that both
artiste place the svent in sn outdoor setting, there Is littie
other iconographic identity betweon the two. In the Italian

ly "presemting”

Sebastion, and the angel does vet sid fhe saint but ig merely

The interpretbat

Lon of the scens by this Geras

@i&ﬁ@am,vﬁsaai precedent. ILikewise, his Intezpelation of the

text, either that of Awmbrose or Jscob de Voragine, which both

State thet Irene found

Bebgstlan and cared for him in her hove,

ia g ﬁigﬁiy g@ﬁ@ﬁﬁaiAﬁmg, In many respects this Cex

and 1ts toste for 2

pe setting, a seint who Ls cared for while still sttached

to the stake of marfyrdor

1y & Tfullesized” angel assisting Irewe,
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and the subtle expression of Irene's adovation, portrayed

¥hat dlstinguishes

this late Cothic work from the products of the Barogue is that

here Irene adores Sebast

t physicel prowess, rather
than bis spivitusl glory, while there is ne reference to the

mystical experionce of the sailmt. Likewise the landscape is

2 descriptive entity rather than an evecntive force. Too,

the mpior azpects of the ievnography seem bo bave beesn

mﬁ%ﬁ@@tﬁém#@a@ by pletorial necessity ~ ¢he Limitatioms

the field of the triptych, thau by purely the

oo

giderations.
sltarpiece is a domi

ation of the saint, implicit in the German

Hnant idea fn a ¥

ch painting of c. 1498
which h&@ baeﬁ attributed to Josse iiaf;t~“vei an axtﬁﬁt E
iz

aetive im,ﬁhe area betwean *“-ﬁ@il&&a and Alx, {(Flg. 4).

gaels vow in the J.G. Johmson coliection ﬁa
ﬁ%ﬁi&ﬁ@ig@%@, it shows
af Ivene, in keeping with the text of Jagoh de ?@aagina

ﬂ,@iﬁﬁﬁ-%ﬁgﬁg ﬁ@%ﬁé-ﬁ@@'ﬁg the be

&m@xﬁw;. ﬂ@@&?ﬁf, unlike the tenth @eatugy fxﬁﬁ§@1Wﬁi@§ alse
@mg&;ie@ this se¢tting, the salst in &ﬁiﬁ‘%@fkg
yﬂr&iﬁ yirile, semi-n

while seill

ude; iz no longer %ea%%é vk

standing.

Irene 1s to bis right, removin | from the Saint's




She no longer attends Ssbastisn alone for beside

her is g man who, kueeling, vemoves an arrow From Sebastian's

the French interior has placed within £t sn altar with a

gtatue of the Viegin and ChIlg,

. I:‘.!_.“:; @mm aﬁ& “ i s i

& candls is on the mantle. ITudicetive of the prése

God, it reiterates the litwrglesl
the whals.

lesaing of Sebestian. If it i8 true, as

suggests, that the scene was ooe of elght originglly

¢ of the order of the Light of
i3

t Sebastian in the church of Accoules in Marseilles,

that Ivene, dressed in

ity represents the nung of the order, while the man

donor of the altarpiece. The

but is rather a veflection of the taste of the times, of the

late the

genius of the mﬁi@w& world which wes sbile #o &y
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universal in terms of the particular.

the Italien emgraving is the attitude of Sebastiam

gesture of blessing, It is this which Links

to a Spanish pansl of about the same

to the ragonese painter, s disciple

s@ﬁ* Pedro Espalargues

Maestre de Almudevar, an 4

| (Fig. 5§ Together with 2 mﬁz which

dapicts ﬁm fimt martyrdon i.ﬁ f@m@ the ¢ prédella to 2 @%mm%

pleau of i:i% Crueifixlon,

b@iﬁﬁ @ﬁzﬁﬁ f&f iﬁ%’-ﬁ@ s o 3
he hﬁt‘; of the

Here the

saint. A halo emanating fﬁm her

- §be 1z attended by two

W& mgﬁs. £ --: @rm@m@' distingushes gﬁxﬁ@

gg@gas from its mwtmwx&zm is that this Spapist

alng mﬁm&r swﬁa@, nor &ﬁ%@iﬂ%a but

M&wﬁa&m miy ﬁxx tﬁe wﬁr& of é‘mmasw ?@a&w@@ {E‘ig. %}

%ﬁ.ﬁ it i& 2 logical embellish text which states

Py %@ care for

'!,}:,:."s in %&@ﬁiﬁ?s ' & ; 'm‘tﬁ’@@ ?i@t@ﬁg&i

It 15 of definite ﬁ.mx‘gﬁcal

’sas of tm Barra




g mmmtm m orts For If one removes the blanker of
éi&gﬁim@ sym@%&iw 80 chargcteristic of the medleval mind,

: which the saint rec iinssg,

it beconmss m?iﬁ.mt that the bed upon

wn & block of wood or atome, and

with linen, is an sitar.

In essence this pamel represents a com

e dmagery associated with the Btone of

Pnetion. The fcomnso

graphie 3?%@@:@? betwesn this and the Pleta
B mqﬁﬁ and the E@i&g hiog in th@ Traasury

in the Clvie Mus

of Byzamtine owigin,

of Safut Mark's is wme

sed mm the ifconogeaphic wocabulary of Western Euvops
%
m the twelfth cEntury,

stresses the mystical correspendence between Irene and Sebastisn.

irene’s band touches
arrow In Sebastian's bedy.

distinguishes this walon from 2 similar one in the seventeenth

&@ﬁmys i@ m&t m &m

it is Irene, rather thaw

R, who 1s the dominsting foree in the relationship.

In retrospect it is evident that the scene of Saint




Sebastisn, while rare, 1g net ucknewn in art privr to the

soventesnth century. Likewise, 1t is evident that the

that there is no one et iconegraphic twedition. However,

ent thet despite the various plctorial

underlying unity in the p

Q%W?$~ﬁﬁﬁﬁﬁ'iﬁ‘$ﬁx
tioe of this sepect of the Sebastian legend. TFor all, withouy

T songuering, never

ere, the Sriwmphint Christian, never the mortal

mavi. In each Sebastisn is mduived because of bls participation

in gnd triuaph over the martyrdom. It 18 this sttitude which

these works shave with all othe

Yeprés

ntations of the saint lrvvespactive of their fermal ov

fconographic schemss.




g&enaa in the @yﬁiﬂ %&a&ﬁa@ on tﬁaA@‘ *; lary slde

' & %ﬁ%ﬁ thizteen scenss From BHe 1ife of

iy B'Eeclesi's cholce of scenss was
tions ﬁhﬁ@h waﬁa,$&i11 iﬁtaak in ﬁh@

b@@y @f E@%&sﬁian ﬁa%ﬁ %ﬁa ﬁﬁﬁ@r, a&g yﬁsﬁﬁﬁﬂff7
and tﬁﬁ burial.

I ?ﬁs..‘

bﬁateﬁ with mae&$s &a&&ﬁt&aﬁ

$@h&$ﬁi$ﬁ gx@a&ﬁiﬁg, g@ﬁ@ﬁﬁ;?
lEe bastisn'e stul in heaven.

ERIT im'tha Clogcs Mawl

@ u‘%g -

9. George Herzfeld, Am 0ld Eupifsh Martvrolopy,
no. 136, p. 27, ' T )

10, Alfred Stange, Deutoke )
. %XW ?g @3-;& 167 .

i‘ia Q’@iﬁtﬁ Be azl

-12. Cbarles Sterling, Les Peintre
p. 27-50, 111. 113,




P

5 a5 iﬁmﬁfﬁﬁ% tho other m@mg pancte.

ttan ; ,3%% 22; 1?&333

15, ¥ary Avn @r&awg “ihe 8 of Unction in Cavavaggic's
painting for the Chissy Muova' axt Bulletin, L, 1938, p. 223-238,
Zig. 7.and8 fig. 8.

16, Ibid., p. 230,
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Chapeey 11X
The Birth of 2 Teadition

Although it is sppevent that the legend of Saint Sebastian

caved for by Irsme 1s not unkoown in art or litersture prior
to the seventeenth century, it is BLLY

populsrity of this wotif as i
paintings of the selcento can be attributed to neither a

wrvival of an g&@ar 11%@1‘&1“3’, @ﬁ.@ i&ig o

The aveilsble plctorial materfal

88 @ self-contained entity, no longer as part of s life cycles

representing Sebastian ss the suffering hero rather then ss the

virile, sunipotent Christian; and portraying Ireme not as the

mere sdjunct of the marrative logle, or the recipient of the

) hi@ﬁﬁiﬁ@s 45 noe depend on thelr predecessors for

In pazt the imitial fmpetus

and qualitative developn

can be attributed to the ramifications of the

decrees of the Council of Trent which were issued almost s

half century before they became

‘& wholly integral and accepted

part of popular religious and artistic thought

The most Influsntisl decs

we, fron sn sreletic standpoisnt,




imsued by the Council of Trent eme

-of the Cowneil which ook

veneration of relics ané paered images it states:

The holy councll otm and others who hold
the office of teaching and have charge of the cura animavum,
%ﬁa& in sccovdance with the usage of the Cathollc and Apostolic

- g@i?aé ﬁx@m ?%% grﬂmﬁtiva:timas of the Christlan
in _.ﬁﬂﬁﬁhiﬁg @f t@@ h@iy Fsﬁﬁexs

38 all bisbops

fait@fa& ﬁxlig@ﬁtiy In math o raiatﬁng ﬁ@ iﬂﬁ&fﬁaﬁﬁi@@ aﬁﬁ'&@w
rocation of the saints, t&@ veneration of relics, and the Jegie

ok ;& JP them that the salnts who reign
ﬁmg&taar with ﬁﬁfiaa @ﬁfﬁ&'ﬁ%:&%@ir prayers te God for men, that
it geod and beneficial suppliantly t@-inw@ké thﬂm.aﬁ& to have
recourse to thelr pravers, " e d in order
sbtain favors from God
who alone Iz cur ved

aaé savi@r* &ﬁ& ﬁhaﬁ tﬁay tﬁiﬂk
impiously whe deny © - gainks who enjoy eternsl |

in héaven gre to be %mv s oF wﬁ@ aaaart that ¢

pray for men, or that our Invocat ¥ : :
us Individually is idolatey, - gpp :
of God and Inconsistent with tﬁﬁ ﬁ@ﬁﬁr @f ‘the one meéiatar ﬁf
Sod and man, Jesus Chyist, or that it is foslish to pray vecally
o mentaily to those who veign in heaven. Also, that the holy
bodiss of the holy martyrs and of others liviag witﬁ-ﬁﬁxis%

and the temple of the Holy g&ﬁggﬁ t& @a awakened _

&tﬁ%ﬂai.1i§slaﬁﬁ_t31%a:gﬁ@£ﬁ£

o 8 iz  that vm_
ot [ relics of the sainte, or thak | Ha
memorials ave ﬁ@ﬁ@@&@ by the fﬁiﬁﬁﬁui wﬁthﬂmt @f@fiﬁﬁf&
%ﬁ& ?ﬁaﬁas @ﬂﬁi&atﬁﬁ t@ the o & 2 ; s £h

ﬁttﬁxzy @ﬁméamnaé as tﬁﬂ ﬁ&a&eﬁ bas aitaaﬁy 1@%@ sinee condemne
aod now agala condem ﬁﬁzj@%&r; &ﬁat.tﬁ@ im@ e a&
Christ, of the ?ixgin : af God o itz R "
are to be placed and »




%ﬁaﬁ:. honor and veneration is to be giv |
I ey that any dlvinity or virtue is bel hem
ay ‘reason of which they are to be vénevgted, or £hat &mm@tﬂ&ag
iﬁ &@ ha asked @f t&@mg or that trust is to be pladed in

3 dome of ald %@y the @mﬁw who @m@é thair

: them; not,

m:.ﬁr r@?ﬁaﬁaataziaﬁﬁ the paopl
iﬁ tﬁﬁ articles of ﬁaﬁthg_gﬁ_a@_f;ML

: .-aii ﬁaiy imagﬁg, &@@ @mi.;%a@a@ae %ﬁ@
i -2' y "3 . 3 o o R ;

“them %y Shrist, bﬁt slso f
-l wiraﬁiﬁs ﬂﬁtﬁﬁévﬁ%ﬁ ﬁaiutafy ex

iﬁ ; Wﬁiwgg @ﬁa M
_ 'ﬁ%?a@ giﬁty .ﬁm: | i‘f a

iy council des: @aw V &y chat
@ﬁ t&aﬁ ﬁ@*ﬁﬁ%ﬁ@&@ﬁtﬂﬁ£ﬁﬁ sf fﬁ%ﬁ@

%ﬁéﬁ.}’ ayw or exp
in m in -,'...ati

i *-a@va g&aﬂm, o ﬁﬁ% &ﬁi@bﬁagiaﬁ of S&iﬁ%ﬁ Anid gl
tion of relics perverted by the people inte belstercus
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belingelo's great figures in the Sistinme

_ efevinze (Fig. 4},
and the pavel by the Master of Almudevar (Fig. 5) for it

iﬂﬁiﬂﬁﬁﬁﬁ;t@&ﬁ:smeﬁ~$¢ﬁﬁﬂ]fiis;@%@&tﬁé@ were no longer capabls
, . &
powers to the faithful,

demise of this lattes

- @iﬁ?ﬁxs\iﬂg their cwn bewm
it is not improbable, however, thet the
attitude towacd the salnt was sbetted by the fact that the

‘ormEr ﬁgmfﬁgi i Mﬁﬁ” St. Rach, er
by seints of & more local chavacter such 48 Charles Borromeo

of Milan. Too, one canmot but believe that the devalopuent of

medical seience and the subsequent infrequemcy,

of interast in the plg de A

sod controlled natwre : pest contributed Lo the le:

bively, the great scumeni

develop & new imagery. In particula

lmagery which was bistovically sceurate, exe plary, and Qode
ariented. '

Prres

t.n& ﬁm éﬁ@i@ﬁ ¥

exaningtion of the ”ﬁaﬁgﬁﬂgﬁ&, hiic legend, whilé ’ftxaa desirve for a

% authenticity accounts for the re-



eile

festivities and drimbonness, ao if the festivals in honor of
the ¢ £$ are to be celebyvated with revelry and with no sense
@f ma&ey,

._ %hiimgs my e
oo i,i ﬁa@mﬁﬁ et

é by the s&m& ﬁiﬁwﬂ wﬁa«% as soon
& any & ige of auch matiers, sﬁaii after
consulting tﬁa&i@gi&m and - pious wmen, ach therson as he
‘ sﬁmﬁ Judge congonant with truth aud plety. But g my

shEful or ﬁﬁ?ﬂ abuse concerning these matbters should
aﬁisag the bighop, before he mﬁﬂm m@ ﬁmﬁmwamy, shall
Ehe ﬁ%@@iﬁi@ﬁa ef the i Litan & ' ¢he bishops of
c¢ in & prowincial @& s 85, however, that nothing
Wﬁiﬁg that has not Bitherto baen ixi uge in the ﬁhﬁm%
‘ ed u LEbiout having first congulted the mest

as be has '@bm-- g

gt‘miﬁ{ i;
The desres of the Cowneil of Trent was of both = positive

siid pegative naturs. Negatively, it sought te e¢lisinat:

wuber of abuses, including the worship of the image its

attributed to the salot.

The decrés destroyed the significence of the Renaissauce
prototype of Sebastisn as the nude, wirile, hero, the embodime:

of a Creek ides, as In the paloting dons by Andyss Mantegna

€. 1»%?5“3%, whera the saint was to be aduired 58 wuch for Lis
| ¥ 3 2
beasuty a8 for bis sscrifice. Essentially, the formal pre~

- of improoriet

sentation of Sebsstian fell

hedr to the same crie
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and ssbitions

'V‘?@zﬁm&sﬁf ?M‘ﬁmm sufficiently embody the sims
wlsrity of

of Catholicien eccounts Ffor the combinued e

the spizit of its wissiongri
of its martyrs

turned to Sebastian .

and i@%l&a And who iz a & logie

“he iz & more loglesl sholce than this third century warriev
ghe cinweh in the conversion

whe died not nex

 devotlon, but in the service of

Sebastisn “was no longer
of the srchers, the

was first a hero for the times wE
7
church™ fs explicitly

Tkis rols as Yefender of the

stated in the psinting by Pac
Bino. Bie role a8 g wmilitery hero, the origh

heco {(Flg. 6) snd in the palnting

-

saink, iz evident in the
‘bat by LaTowr (Pig. 36),




YN

in that atiributed ts Rimingldi (Pig. 41), and in the engraving
by Lana (Fig. 27), to me
ﬁ‘&aﬁm by placing ar

wtion only a few, whe

indicste this

But it is not merely the dogma of €

desire for autbenticity, eov

ezample of milltant conduct which ac
agraphy. For the profusion
veats In the 1ife of Schastian after

£0 a great extent upon ite Inberent quality as &

refilcle for the espression of the thescratic and mysticsl

on of the age.

The basis of this thoooratic orientation in the seventeenth

century was mysticism, that dectrine which states that knowledge
is @&mimbia by direct vevelstion. As a theory which sdvscates
g&si::
It is one of the coherent principles

by which ome Is sble to distingy

dxtreme peditation, It is 2 factur in dotex

mining the philse

ieh this eve from the cultural
entity which precedes and fﬁfﬁ}mﬁs it.

nce of this mysticlsw ma evstasy. Eesentiaily a
" in vidch the

stnatural state, it is the twilight zope

avout 1s physically and paycholegically suspended between

1ife and death. For the men of the Bar it wag the result
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of spiritual obedience, careful direction, and the principal
effect of the Exercises. It was for the faithful of the

times, imagery and lcon worship having been discouraged, the

sole means of communicating with the Divine.

| A1l the great religious lesders of the Counter-Reformstion,
Ignatius of Loyola, who founded the Jesuits, Teresa D'Avils,

the spiritual head of the ﬂazéalit@sa Filippo Neri, ﬁw@né@r‘éf
the Congregatlion of the %waﬁa&yst@.mamti@ﬁ-@ﬂiy & few, ware
mygti@&. .ﬁyﬁtzeiéﬁ was not o new element in the life of

the faithful thﬁéiigﬁ nor was it Eﬁi@ﬁé'ﬁ@ these particular

Catholic leaders. Bermard, Catherine of Siema, and Francis,

the greﬁt saints of the twelfth and t&i&%ﬁ@ﬁtﬁ-@@atnry-ﬁ&ge

mystics. What distingushes the mysticlsm of the seventeenth
: preceding epochs is the number, the

. 30
ferveor, and the radisting activity of the believers. The

century from that of the

mystical experience was no louger limited to é fow., It was

‘mot an isolated phenomenon, but @ way of 1ife. Nore
importantly its chargcter had changed. ite purpose was 0o

longer the revelation of a miracle; it im itself was concelived

a#s a miracle. It was no longer concelved as a wehlcle for

4

the manifestation of Goud's will, but as s menifestation of God.

That the church found im the historically authentic

incident of the events in the 1ife of Sebgstian after the
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, gaglttation, the ocutwsrd conditions necessary for the realizg-

of its cemtral religious motive is svident.

r@aiiﬁagi@g of theocratic impulses were of primsry import

in the development of the nww attitude teward Sebastisn ig
unmistaksble when one congliders thsat wiktboui exception the
i1
‘&aﬁﬁﬁﬁ'wﬁ@th@r-éegigﬁ@ﬁ-alﬁﬁeg as in t@ﬁ sainting by Homtherst,
iz

carved for by sngels as In the painting by Bagliove or in that
13 ,
by Vignon, or attended by Irene, is alwavs in commur

yion with

God.,  In the seventeénth cenbury, Ssbastian is sesn s ithe

ambodiment of the wmystic soul, expressing his inward grace

through the outward and visible manifestation of ecstasy.

That the church saw Sebastlan as the Christian who, having
suffered for the falth, neay death, in that state of physical
and mental limbo essential for communion with the Pivine is
supported not enly by the pictorial evidence, but by the

writings of Francesco Pachece. In his Arte de s Pintura,

the Spaniasrd states that

after the martyrdom, bhis blegsed soul In
the midst of psin was in commmion with Ced(ls).

}

The paintings of Sebastian are then the plctorial reflectioms
of the s&a%imaats of Pere Berulle (1575-1629%) the fowmder of
the Qratorio’s inm ¥France who said |

the cult of saints is eseentially thascratic.

So far from distracting us irom the incarnate
it should lesd us €0 him.




88 wall as

as saints they exist for us only In so¢ far
as they are wnited te the persom of the word(lis).

Thus the sttitude toward Sebastian In the seventeemth
century distinguishes iteelf from the attitude toward the
saint in the Middle Ages and the Renaiszance. Now he is no
longer an object of worship, but ap example of plety. Liks
the death head, he 1z an instrument throish which one can
be led ta God. He is not the end purpose of the devotion of
the faithful, nor is he a foree through which God's power Ls

dispersed. God's will vesides in Sebastian, but the saint can

no longer make manifest the will of Cod.
The implications of mysticism and ite manifold remifica-

tions are also revesled in the new attitude toward the

martyrdom. If one esamines the paintings of the theme of

Irene caring for the woundsed wartyr dome after the early

1620's ome finds, with rave exceptions, that Ireme sttends the

martyr st the spot where he was wounded., While this is g
logical embeliishment of the all too scant tent which states
only that sbe attended to him in her home, iharfaat that in

the majority of these cases the tree of martyrdom eppesrs in

each, vsually with Sebastisn $%111 &$t§$ﬁﬁ§ €0 it, indicates

that for the man of the seventeenth century the martvrdom




' ¢ mariyriom

Underlying the diverse

slthough the salst is youmger, Le spulfeys for
Bim, ‘ﬁa@ to & tree, he is tm Christ om the
oo ﬁx&m@@é ﬂgms tﬁx& '.3 maﬁ.&m&a
ﬂmﬁﬁg aﬁ m %mﬁ;ﬁw : :

it unique to the

can be sasn. i;;a Altdorfer’s
- 19
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the development of the passion imagery In the Baroque, for

during the Counter-Reformation the stress is less on the
Crucifixion than on the Lamentation; It is less om the act

of dying then on the wysticsl rebirth of the soul.

The development of the Sebastian imagery in the seventeenth

century is witness to the same

theelogical lmpulses which
21

 prompted Caravagglo's Entesbment. For the man of the Bsroque

the literary evidence of sﬁb&@t&&ﬁ‘s ghysi@al recevery providad
the basis for the expression of his spiritual rebirth. The
transcendental significance of these''andachtabilder” is |
eviﬁenééﬁ in the Qﬁﬂﬁ%&ﬂﬁ'?ﬁﬁﬁfﬁﬁﬂ@'ﬁﬂ the stone of u&aﬁi@nﬁz

wﬁ%ié P

¢ sucharistic import of gﬁe event is attested: 2o by
the @raaenae of the sscred iiaenﬁs the chalica-like vezsel in
the Bewdoin drawing {Eig é?}, and the paten-like plate in
Pachiece's gaiatiﬁg {?ig 63 .

*wﬁafyzcably linked mith this new Imagsry {8 the develop-
ment of the role and sigﬁiﬁiﬁ@n@@ of Irene, Here, too, just as
there is a parallel between the role of Christ and Sebastian,
tﬁaﬁa-is an identity between the role and function of the
Virgin and Sebastian's benefactor Ivene.

The origisal identiffeation

With the Viepin scoms to be a




adyffe

mon of the late fifteenth cemtury in northern Italy.

phenomns

in a drawing by Jecopo Beliini (1624-14707) which is in the
- 2{5

British Museum, there appears a woman présent st the aagittati@ﬁ.

This is uot & wholly wniqus iﬂ&ﬁﬁﬁﬁ@% a woman is also present

at the attempted martyrdom which is depicted on a sculptural

relief by Matteo Civitali (14636-15

25
sive, devout sttitude of the

01) now in the fuccs

Cathedrsl. In both, the pass

- young and besutiful Ireme iw comparable to the traditiemal
Virgin ifcomography. All that separates the bwo, snd this
may have been done purposefully or out of ignerance, is the
fact that Irene is to the left, rather thenm to the right of
Sebastian. %

That avp identity between the two existed in the minds
the Counter-Reformation mas is suggested net only by the

9%@%@n§a§faviéﬂa@ey but alse by the writings of the Belgian

ug and the Spanierd Ayala. Both ﬁ%ﬁﬁ that
27

Sebastian wust not be shown on the knee of Irene. ‘'Thelr

statement suggests that

they felt the analogy between

Sebastian and Ireme, and the Scw of God snd the Virgin, to be
@ bit too close.

ndargtand the impox

tance of Ivene and

Gue cannot fully w

of the widow caring for tbe vwounded

gﬁ&'ﬁ@fﬁiagigylﬁﬁ the scens




saint wnless cpe realizes the Importamce of the Virgin in the

seventeenth century. Hot since the twelfth century had the

Virgin assw importance Iin the religious

Fire

d a vole of such great

thought of the devout Catholic. Bremond states

never before bad there been celebrated so
cléarly, so fully the incomprehensible great-
ness of the mothsr of Cod

as well as

never before had ssuls been so linked to
her by so profound & feeling of her rights,
founded on & loftier coneeption of her
dignity, and that not by simple cutpourings
of sentiment, but by discourses full of
reason and doctrine,..all of which come bask
- to her as the sols foundstionsof the Incarnate (28)

E&ézgximary concern of the writers and painters of the
seventeenth century is with the Virgin of the Lsmentstion.

Writers & tray the mystical

nd artists both seek to por
eorrespondences between her compassion and Christ's passion,

i.e., to direct participstion of Mary in the work of the

redemptivo. One @&ﬁgﬁﬁ@ this concern in the
b _
Rubeng and saﬁraa@ig and in the writings of Pere Bruelle

pailotings by

where he §x@@1aims that

Fanction of the Virgin is to be attentive
te ﬁﬁe bidden snd splritusl 1ife of her son, to
be wartiaigatiﬁg of Jesus and fiii@ﬁ'wiﬁh Jesus

43 well as

She is the mother of God by state. In this
mystery and by this mystery...she enters
into the powsre 0f giving her son to the
worid, & p which dwells in hex very
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being and which shall never be taken
from her (38)

In addition innumerable chants snd prayers drew a parsllel

between the Incarnation and the reincarnation, betwee
birth of Christ amélhiﬁ rebirth,

This ﬁﬁantgty between the role of Mary and that of Ivene
is anm&s%akgbie. If Mary shares in the passion of Christ,
Izeme participetes in thé ccstatic experience of Sebastian and
basks éa the reflected glory of his state of Orace. If |
Mary is necessary to the redemption of her son, Irens is
essential to the revival @f-ﬁ%&ﬁﬁti&ﬂa Picterdially this

myﬁti@&i:xeiatiﬁﬁshiﬁ'ﬁﬂéﬁ@ﬁ@ Sebastian and Irene is éxpressed

ia‘mﬁﬁy'ways. Compositionglly it ie suggested in the painting

by Stanzioni (Fig. 31 and in that by iaTour (Fig. 34),
in the pyramidal organization of the figures which traditionagily

hae %&ga usaé by those portraving the Pleta. Spada (?ig. 3@}

enploys tﬁe gaam@tsy of the ¢lrcle to indicate the @t&raai

union hﬁmﬁ@@ﬁ the saint and his benefactor, whiis Gimignani

in his mﬁm‘m‘g (Fig. 28) and Rembouts in his painting

{Pig. 36) show Ezsma'ﬁﬁkﬁiﬁg~ﬁha arm of the wounded mertyr
in 2 manmer identicsl to the Virgin's gesture in Rubens’
Lamentation. It is this wnlon which ﬁiﬁ%ﬁgguiSﬁﬁg the paintings

of Irene attending Sebastisn from all other seventeenth cenbury




: w&%w

paintings which slso depict the saiut in ecstasy sfter the
martyrdon,

¥his union, however, is mot totally mew., It was suggested
in the fifteenth century in %ﬁ@ ?ﬁiﬁtiﬁ%lby the Master of

i ‘@ﬁ @@ﬁgwy ia tha =15;$: i&t@@&y ’%iﬁk @hﬁﬁ& e 18

gevents

employed and the fact that Scbastian is no longer the pow
Hmnip
{?i&t &'g} ¥ ii% m@ ;ﬁi‘_:.;‘;,:u

otent ferce in the relationship. In the Bowdoin drawing

iting attributed ¢o Cavallins (Fig. 15),

and in tﬁa painting by Schedoni (FPlg. 50) Irens bas her hand

raised iv bleseing. Presumably tbis gesture, which is indeed

iﬁ:ﬁ@@@ﬁiﬁi@@-ﬁ@ the dictates of the Councll of Trent, was

avcepted during the Baroque because it grew gut of, and was
incorpovated into the narrstive sctiom, rather than concelved
48 an independent entity,

Ireme is not only identified with the Virgin, but with Mavy

Magdaiene. Eneel

ing at the foot of Sebastisn a8 in the painting

by Rpebouts (Fig. 36), holding the vase of wnction a8

Bowdoin drawing (Fig. 49), dressed as Carer

{ﬁi@g afg@r g@awgﬁs de IaTour {F@g@ 35y, a@é identicsl
B 32
rdalene from ﬁa&mata in t&e ?@iﬁi@fﬁ painting,

the comp

to Ribera's M

the widow of Castulus thus assumes the attributes of the




penitent sinner.

Pacheco calls Ireme's synbel of peace and mamayﬁgfw&ﬁia 2

painting by 4.

Bellucel dome at the end of the century
35
entitled Sebastian attended by Faith and Charity. In her

exsmplary conduct Irené is, like Sebastisn, z witness to the

dictates of the Council of Trent and = reflection of the idess

Lglous leaders Iike Fillppo Weri who stressed

simple and bumble acte of devotion. She is the embodiment of
an age, vhich inm spite of itself, felt that the Protestant
emphasis on good works was a necessary eriterion for salvatiom.

This scens of Ireme attending the saint is alse born out

of those same impulses which gave hif%ﬁ't@-a profusion of

paintings depicting the parshles. In particulsr there is the

formal and iconegraphbic identity between this iegend and that

. {}J Fe ] o ‘
of the Good Sumeritan, a2 illustrated In the paintios

36 |
Carl loth. In each the ideslsgical identicy between the

AL

wounded beroes, both of whom sre scene as prefigurations

of Christ, and the similarity of the role and Ffunction of
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of the legend the moment when the @rMﬁfﬁgmaxitaﬁ3 having

found the maf@rtuna&a traveller, binds ks wounds and places

blm on his horse. An allegorical referencs to the power of
37
Christ's love, 1t 1e 14

meaning to the seventeenth century imterpretatiom of the

%@b&ﬁﬁﬁ@w-aﬁﬁ Irene story.
This episode from Lhe Barly Christian legend parallels Dot

anly the cheice and intevpretation of events from the Bible,

but it aisﬁ forms & pictorisl and ideslogical cownterpart te

£

from contemporary "sscred” litere
38

ature ;z?@ as Tasso's derussiom Delivered. Tassso's gtaxy of

%rmiﬂia earimg for the wounded Ta

Exﬂma aﬁkﬂ@@iﬁg Sebastian. In this eplc, the beautiful

ninia, a&r& & virgin rather than a widom, finds Tancved,
whis iika 3@&@@21@% had besn left for dead by the imfiﬁeis,
E&kﬁ her counterpart; Ermings cures the wouw

ded warrior, here

han sacved water. She binds his

ad thus “drives bim From k

prestrate form of the nearly desd Tamcred, the youm,

warrlor, is not mnﬁi&a the figure of Sebs
sfter la¥Tour (Fig. 45},

“Egﬂ% in the painting

kewise, the figure of irens, her




gesture of surprise snd

benediction, as in the painting by Luigi Miredori (Fig. 35)

and Matthias Stoms

r {Fig. 33) shares ouch with the figure
Erminia in Guercine®s work. At the same time the Eigure of

ber faithful servant Vafrine and that of Irene’s assistant in

the painting hyvﬁﬁm%@uﬁﬁ-{ﬁﬁg, 36) bave mueh in common.

Forma

1 enalogies between the legend of ,ﬁ@@‘aﬁaﬁ

Irens and that of the episode in which hrmida gazes upon the

sleeping Rinaldo are also ﬁvﬁﬁaﬁt, although there is ap

¢e between the two texts. The
41
Foussin's pelnting in the Hermitage

central protagonists fn B
are not unlike those in the paintings by la¥our, (Fig. 34),

Regneri (Fig. 48), or Romboucs (Fig. 36).

ebvious lack of cerrespondes

&, other gi&t@aﬁai.g&t&iﬁﬁz can be

In addition to Shes
seen batween the ?ﬂ&ﬁ%ﬁ%&ﬁi%@-&ﬁ'variéuﬂwﬁiaﬁﬁiﬂﬁi'mytﬁs and
the repreésentation of the Rar] Whils textual

ormal similarity and the

interpretive
_ 42
identity between Cittadini’s Cephsius and Procris, ov

43 '

Pougsin’s Venus and &ﬁﬂaﬁ&é and the Sebastian legend are

he lstter work by the Fremeh classicist

pouring water over the young hero, Has assu
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wlogy and contemporary literature

the heroes of clessical mytl

is not upique to the Barogue. Since the seventh century the
45
saint has been Ldentified with Apollo. Alice Remp-Welch
46

points out his probable association with Mitbras, while the

md motlf

story of Cephalus and Procris sppears ss a backgre:
a7

in aspertini's painting of Salnt Sebsstian, now in the

Nationzl Gallery.
Rensselaer Lee in Bis article “Ut Plotura Poesis®

ot that during the seventeenth century such artistic and
: 48

literary borrowing wae common. Of significance is not merely

the existence of these pavallels, but their implications as a

k@? to the culture of the Bay

oque. What distingulshes these

roeings from thogse of the Remalsssnce, an ers which like-

wise looked back to antiquity for its fnspivation, is that the

seventeenth century is concerped not with the all conquering

ero, but with one that is dead or dying. Behind the Figures

in Bavoque paintings lies not the fi
49

of Endymion.

@f é@@li@; hﬁt that

Lee, too, suggests that it is the idyllic potential of

these legends which sccounts for their ascendemcy fn the
Barague pictorial Wocabulary. Speeking of their popularity
b said ‘ |

(it g; not merely) thelr iﬁﬁrﬁﬁ&i&gb@aﬂﬁy




b=

and human interest, but they bad belind

them & long tredition of pastorsl imgort

and Iiterature extending back fnto

antiguity with JV$ fmplication of escape
Lrom the weary, couplex 1ife of the citles, . .

and 1te havnting referénce to the Golden

Apa whon tﬁa happy i@yizia 1ife prevailed (5@}

It iz this iﬁyii&a

of Sebastian's mavtyrdom that is expressed in the seventeenth

ﬁﬁﬁ%ﬁg§w :¥£th rare exceptions Sebastian is cared for in the
£iels wh

: he wag martyred. TYhis use of landgcape is
element wnique to the seventeenth century presentstio
the legend. The Master of the Holy Kin (Fig. 3) aud the

lian employed it In bis engraving (Pig. 7).
However, for these artists it was 2 purely descriptive elemsnt.

For the painter of the Countgr-sRefor

e at Torg

mation, it is an eve

foree, a subjective entity capeble of expressing = mood and
gtate of being.

While it is possible to speak of a new stiitude inherent
in the presemtation of the Sebastisn !

teenth century, to suggest the character

digressions from prior plotorial and Ldeologlcsl traditioms,

and to indicate the neture of the cultural milieu frem which

these ne d, such a discusgion seys little

. possibilities emerge

of the variety of formal types as of the diversity of icono-

graphic inuendos. Thus it is the purpose of the gecond part
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of this chapter Lo distingulsh batween the d1fferent modes

of representstion snd to anilyse the individusl Lcomographic

&x&ﬁi&ﬁ@m@.

A ®ith the wore medieval representations of this theme

there is.we ope country er School in which the

otif of Irene
caring fer the sa

int Is singulariy popular. The avolution of

this motif 1s an international phe Likewize one can

i&ﬁy m&? ﬁﬁ' 3 ¥ iy odn T

syubolic ideas.

E@@@ifm f@x{mgi and lconogragphic cembinations
of the legend ie met

istic impulses. In addition to those basic cult

wral reflections

ve previcusly discussed, one can see that the

_ Net only sre the
paintings desling with the theme by

is illustrated by_ﬁ%ﬁiﬁﬁarﬁﬁ,ﬁﬁﬁgf nationslities, it is dome

: i1
only by those artists who themselves bave made the Grand Tour,

Secondly, the majority of works, with such notsblie

‘avings by Lawa (Fig. 26) aud Ginignani

exceptions as the eng

{Fig. 27} are vecosn




spiritusl devotion, snd by thelr concern with the Inner rather

ternal drama. Reflecting for the mest part the ideals

of the Carvavaggists, these werke, if one may be permitied a

‘Hﬁ@w%ﬁtiﬁﬂ of Irenics, that branch of

philosophy which s¢eks to promot ifying

T

the essentisle and minimizi

ng the non-essentisls in the

theological argument.

Thivdly, and most importently, thers is v cohesion i

%ﬁe'gregéntatimm'@i this legend which resides

in the fact that

the visual and symbolic illustration of this legend iz based

upon & formal and ice pliic adaptation of the passion

trilegy. Underlying the diverse palntings of Iveme caring for

Saint Sebastian Is the inﬁpig&tﬁan of the imggery of tﬁ@

Crucifinion, ?ﬂﬁhﬁ B&miﬁi@m and the Lamentatic

It s this scheme which provides the basis for the

following discussion of the representations of the Sebastian

pattern for the discussion, Lt does to a degrea

true picture of the svolution of the Sebastian imagery. In
quantitative and qusiitative imporfiance the use of this scheme

in gdapting it to the Sebastian legend 1s in reverse of its
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original chronologlical oxder. To the srtist of the Barogue
the "Plets" scheme wap the wost significant; inpofar a¢ one

can determice a chronology for the evolution of the Sebastian

fmapery 1t was the serliest to be developed aond the mosk

gxploited.
was the last to be developed, the latter being produce:

he poe exception to this scheme of the passion tyilogy

-@aﬁ its innumerable variationg and combilnstionz iz Lhe work

by Francesco Pacheco {13&%*1%54} done In 1616 for the Hospitsl
§?

of ﬁaﬁﬁﬁ Bebastisn In Guada

fire in 1936 the painting is é@&@&:&h@ﬁ? by Pachect himgelf in

nis Arte ge 1s Ploturs, whic ished fn 1638. Of bis

Wﬁﬁk.ﬁ%ﬁh@%@w&&iﬁ

Salat Sebastian, looking about forty year

o0ld, was psinted in the niddle of the

giﬁtﬁra- in g bed, seated, with s bowl and
oo B0 B y gf gﬁﬁ& syrup, And with thet saiotly

s IrEﬁsg aﬁ@ cured him of his wounds, who

ing acc : i@@ him.
4 of the bad, with a little
glags o ] me lint {for dressing wounds)
@ﬁ a @1&&a3 %@iﬂﬁ a m&iﬁ is hri@gimg; iﬁ@
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signifies that of Irems, 5 eymbol of werey

&s well. Mext to the bed some arrows tied wita
a bloody garment of the salnt which be wore for
bis second martyrdom. In the wall & windoe,
through which the saint 1s seen in the country,
tied ¢o & tree, where they are shoating 4t him
with arvows; at one side above his head ig
banging a shield with its buckler which is also
for defense} in the middle of the swen

2 red crogs on a field of gold, which repre-
gente his charity and his mariyedom: as &
crest, at the top,- two srrows crossed ia tﬁa
fﬁxm @f an x :R,-"-"ﬁ SN «

. $§i¥ﬁé&9 ﬁmﬁm e ::"-: @f the
_!iasﬁ martyrﬁ@m &ﬁ pugh which he met &iﬁ end
by oxder of Biocletian, on the shield am
‘imscription on & bosrd which says DEFENSOR
ECCLESIA (52)

4ﬁ¢-gaiatiag is a curlous work. The prolific and evert

iggested by the

bolism, the idea of s narretive segquence st

vrivayal of the first

an the warvior.

ilkewise, in coptrast te all but two other Baregue works,

toe palnting by Spada (Fig. 32) and the @mgxgwiag,by Gimignas
i -2

. 28), Sebastiau is portrayed i

Hy A

e ﬁ@ﬁhﬁ when
%ﬁwk he mwaﬁt the Interior tﬁ-&&?@ a dual

meaning, teo refer to both the house of Irene

of which the




sanonical writers {slthoush

Bot ?@;ﬁﬁ@ﬁﬁ} ﬁ?ﬂgg and o the

ﬁ@ﬁgiﬁ@3 f@3 which the work was commissieved. If indeed this

is so, it indicstes an attifude on the part of Pacheco, which

ot unlike that of Lisferinxe (Flg. 4) who sought to take &

iised factor and cowvert 1t into vuve that had specific
meaning for the donors. Egually medleval is ﬁ&élyiﬁﬁiﬁg &£
the saint in bed. As this motif iy found elsewbers only in

ainting by the Master of Almudevsr (Fig. 5) 4t would sesm

&8 Pacheco has indicated the ecstasy

shown the beneficence of Ireme,

satot's ecstany

provincial paintisgs such a8 that

by Miradori (Fig. 38) and that by Rustici {Fﬁg, %5) and is
espentislly out af’t&@ malngtream of contemporary expression,

vre of Irens recalls that of the widow

Likewise, while the gest

in the Bowdoin drawing (Fig. 49) it too distinguishes itself

from thig am@‘ﬁt%%ﬁ,gimiiaz vorks in that the gesture dogs

not grow ﬁﬁtwﬁf a narrativé getion, but exists as & separate

entity. At the game time theve 18 no semge of r&aiﬁxs@i&y

between the saint sud his bensfactor, nor is there any indica-

Eiom, §§@§3$¥@§ through thefr physical wpion, of the mystical
union between the two as is fow

{Fig. 22).
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gse formal

Turning now to a discusgion of those works who

arrangsment and iconegrapbic implicstions ave derived from the

passion trilogy,

one cen find four kuown works depleting irene
with the first event of this trilogy, that of the martyrdon.

What unites these works, dep

te other ilconsgraphic diversities,

of the figure

he eclectic and reacti

of Sebastian

ongry interpretaztions

In each, the paint, standing wpright and still

bound to the tree, 18 portrayed as healthy and wirile. Hig

whole being emanates & strength, pows:

s and sensuousness which
is wove charvacteristic of the Revaissapce than of the Baroque.

gt the stress iz on the oubtward rather than on the

of the protagoniste detracts from the peychological

snd spiritusl wion

Seventeenth century paintings
& pa
by Glovenni Dominico Cerrini {1609-1681) (Pig. 7} dated ¢. 1640

53
and pow Iy Rome in the Colomna Gallery. Hexe the lovely,

inting which typifies this iconograp

virile, semi-mude saint %8 Stending bound, by both srms, to
the tree behind him. The eclectic qua

lity iz manifest in the

tation of the saint

re of Bebastisn which recalisthe pre
54
by Titlen, ss well ss In the interpretation of the




satisn is attended by twe females who vush towsed bim like

angels of mexcy. The one, kmeeling before the sszint ss she

tends hig wounds recalls the sdoring figure in the fifteenth

century painting by Liefernxs (Pig. 4). What Links this work

to the spirit of the seventeenth century is the Lwilight land-

gcape, which cesting 2 scft glow over the whole, evokes the

ieod of the saint.
With slight varistions, thé type of Sebastisn found in
relief dated 1634

| 5%

While the excessive, filawboyant, sense of drams which pervadss

the whole is peculiarly German, the rest of the imggery is

e i

Hene are whelly origin

a curious mixture of motifs. al with Lhis

German master, although the visual symbols which be incorporates

into bis relief are not thoee wost commomly wused by artists

who depiet this theme, None of the thres women who spprosch

séiw@t attends to his woun

g8, Instead the MHaster A.F. sotns

to have illustrated that moment when Irveng Yeom

found him alive™. The “discovery” of

elsewhera, and tm&ﬁiymmﬁww; in the otherwise +
different métiﬁg& by Iuigl Mirvadori (ﬁg 38) and in thst

attributed to Mattias Stemer (Fig. 31). The presence of g tris,

gamapa snalogoug to the three . Mary's et the toab, is fowd in




enly one seventsenth century psinting, that by Schedoni (Fig. 383,

peintings.

The third female who has hey hands ralsed In the traditional

gesture of mourning, as well as the asscending pyramidsl

sut of this group indicates that this ﬁa&t@ra iike

56
de %a?ﬁﬁt {Fig. 45) was Familisr with aaxa?aggi@«ﬁ Entombaent .,

cographical, forn

%, end stylistic diversity of this

‘martyrdon’ scheme is evidest in the painting by Bernavde
Strossl (1581-1644) done for the church of §, Benedstte (Pig. 9).

“F%ﬂ%%ﬁ-wﬁ@.wamt to Venles in 1626 is.

mistakenly, but Indicatively ¢alled the Martyrdem of Saint
57
Sebastian. The saint 15 in the centér of the composition.

His bands raised above him,

bewnd to the tree, sugsest the
orantes figuces of the early Christisn ers. Eneiveling the

saint are two elegant females. Above him are three puttl.

atter, indicative of a teste for the mingling of the

‘natural and the supernatwral, not only &dd to the »

@ﬁaméﬁ but a8 a visible symbe

aﬁ-i@@a@g@agﬁy which stands in opposition te the miority of
paintings dealing with this thene, in which the artists make the

imminence of this spivit menifest through the ecstatic espression




Haterhouse bas sald that Stroszl “was almost alone in

comtury tradition and translate it into a Bsreque 141

Certainly this observation which while it partained to |
Strezzi's stylistic developments 1s appifcable te his icono-
graphy supports the contention of this thesis

of those working within this ilcouographic schems tends to

of Sebastian, the omission of the stone eof wnchion, the lack

of ﬁ?ﬁfijﬁ §¢§ﬁ@ physical sontac

and the saint, indicate a ta

seciated with the
seventeenth century presentation of this theme.
of the ssint

The vertically extended; frontal presewtstion

is reiterated in a paivting by Andrea Veccass {(1589~1670) .
Flne Arts (Fiz. 10).

| presentation of the

faint indicates the iconography of the "martyrden” while the

intevprotstion of the evewts 15 primarily a veflection of
Yaceare's Neapelitian heritsge. Here the tengbroso, the
subdued, personal emotional

éxpression, the %ﬁiﬁ@%ﬁnaastaﬁﬁ

of the salnt, the pronounced refevence €9 the stons of unetion,




and even the peculiar drapery which is tied with a rope,

Indicate the all-pervagive apirit of the Spenish expatriate
Jugepa Ribers (Pigs. 11, 3%, 40) in the
Likewipe, the encireli

vigion of Vacears.

ng femsles do mot suggest, as in the

paloting by Strozzi (Fig. 9), the adoration of the saint, but

i§ 18 closely assecisted with another

Vaccars's painti

leanographic grouping, one which can be seenm to form a bridge

eeisted with bin. They are

loesly ans

charsctevized, despite varleus

in each, Sebastlen is attended by two femsles, and the ssint is
#till bound te the tree, bis hands raised sbove him in 3 wsnney

uggests the descent im@ii@i‘ﬁ in a

depositional scheme. In this formsl corpus ome feels a

psychological affinity with the saint in the Flageilation by

Pistro Sorri. Hense, one

is more scutely aware of the
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persistence of pain, than of ite inevitable reiief through the

saintly mi

Museun of Fine Arts, in the Bonacossi Collection io Florence,
61

and in the fan Marino Hatiowal Musewm. The latber work is

attributed to Glovarnl Bsttlsta Caraccicle (15789-16379), a

day was sn equally promingnt painter.
In the %&1ﬁﬁ@i&!ﬁﬁﬁﬂ

18 places froptally within
ite of Ribers.

the dark, undescribed baek:

Sebastian's bead ig thrown bsck in the traditicoal ecgtaric

nanner. His eyes are closed and nis 1ips are bare

iy parted
&3 he submits to the ministrations of Irene z2nd the will of

Ooe recognizes in the conception of the saint the Famillar

Riberesque trademarks; the reslisc of the hande discolored from
lack of girculstion, the presence of the Stone of wetion wpon

which Sebastian rests his knee, and the drapery held topetheyr




by & rops.

A8 iIn all the paintings by Bibera, Irene and her sérvant
@re to the right of Sebastisn, Their ascending arraugenent

eviation of the formal organizstion which

as 1f it, rather than the ecstatic saint, were an sbiect of
platy. §ﬁﬁﬁ%%trasﬁ %@-ﬁﬁ@ elugant, youthful females in the
pain
benefactor is wore

ting by Corrinl (Fig. 7) snd Strosei (Fig. 9), Sebastian's

mature and ber row

1d fave reveals a pleblian

character,

Behind Iveme, holding a jar of balm similar to that in the

Fulladelphia painting which bas beew attribubes to Ribers (Fig.14),

alds ber sistres
1 sttt

is Irene's servant. $he neither

at the wounded saint gs ave khe coumer

udes. Bather she

It is this

gazes wnaeeingly outward st the outlooker

ﬁbﬂﬁ'ﬁ'% ?&iﬂtiﬁg Qf iéﬁi {? igq é‘@} . m&, '
her authority; she §3 not werely a subsi

to the s#fnt. For the erientatic




&@1’“‘ ERBE

that of the servant in the peinting in tbe Calleris ¢'Arte
dntica Fig. 15}, suggests that she tramsuits a life-giving

Irens,

or spiritusl power to the hmselin g

sginative interpretation of this lest work by

63

Musoun {Fig. 12}, ¥For the most part the icom

rdane {1632+1703) now in the Dresden

ography and formail
a8t important artist
gemeration of Ribera’s Neapolivilan followers,

follows that set forth by the Spaniard. The changes, however,

tant, for they revesl not omly an intensely

:gonel interpretation of the event, but they reflect s new

with thet of the

in this pa

nting Giordas

w hias agale captured the ecstagy

of Ehe S&iﬁt byt here, in opposition to the verk in V@m@i’gﬁ

the emotions of the saint are mot placed squarely before the

5 aatﬁw the face of the saint, turned fxm the

epéctator and half biddes in the shadow

B, Buggesta the highly
pergonal, rather than peblie nature of Sebastisn's sxperience.

0t now she ig
i Fha wm%% on

&i}& giﬁﬁ. mr‘ mEies 1@ mﬁﬂm ﬁgggg&%% tmg ”gm ﬁ‘&@ Come

- net merely to attend the sasint, but also to adore him, A8 she

d9es not gaze at the wownd, but directs her vision toward the

T T o T




face of Sebastisn one £

dano wishes to stress

iegs the pra gmati ong for her visik tha

6 itsgpiritusl
implications.

Akewise the ﬁérﬁamﬁg who again is standing

bebiing Irene boldlng & jer of h@%mf' éivects hep %i@i@m not
Cowztd the spectator as before, but toward the am%ta&i@
saink.

CIn addition to these fn

novations, Glordano hes eliminated
end bae added two cherubs
traditionally = syubol of the

sy r&fﬁx&aa& to the stons of uacti@n,

&ud g borse, The ﬁ@%&%@ﬁ,

nartyr's triym@& over death, seem to be the vehicle by which

“Wf; ga@ @@anﬁt@ﬁ Sebastian's impending physical vesurrection.
The @arx@ @xasummbky grew out of the sawe kind of literal
Ehinkd

thege additions and the o

& that originally praduce

feeling for narvative drama.

&n faterestine

atpect of this $a£@§§ag is the dvawing by
@iﬁt@&ﬁ@fﬁﬁﬁ in the Albertina (71

‘ﬁXQiﬁﬁﬁﬁ awarenese of many visusl sources, and his desire to

exparivent and povtray the mgnifeld implicetions of the theme .

The drawing bas been coust ered th
66
in Presden. Certainly th




which precedes that of the paloring. Howevey, the greater

¢y of the whele Indicated by the move compact
. and the physical
fatail in

bese works inspired by the Spanisyd - Indicabe a psychological
and artistic msturity not as clesrly evidenced in the Dresden
compesition. Too, the presence of the stone of unction, the

omission @ftﬁ%ﬁ chistubs and T

A1lied with the i.mgaﬁ“}' of the Valencla composil -3_-;
. those %?*giﬁﬁﬁan@ iz & painting
Musoun @sﬁ @xt ﬁfﬁieﬁ m
Fig Incorporatiog all the devices of the
Neapolitian schaol {n the dark setting, the rope tied drapery,

‘g hande

Albertina drawing. 7The orsntes position of Sebastisr
the ifcenography of the "martyrdon" while Bls extended




now in Bowe's Gallera d'Arte Antice (Fig. 15). Attributed to .
1 (1613-1699),

nardo Cavalline (1616~1654) and Mattis Pr
the painting like that in Priladelphia :s;a a composite of imggs,

far the aimpaé figum of Sebastisn recalils the %falﬁmz.a aamt

{Fﬁg. 1:&} but the manner in mitzis he is ‘ﬁﬁ}; £ ed

hexe by one arm ralsed above him suggests the icemograph

ﬂii?ﬁ$$%i& ed with gm dasoent.

mmmg new to & discussion of those peintings which

manifest s direct affinity with the sysbolisw of the deposition,

:' & ong, and by far the

that in which the d@w&tﬁm of

the depositise 48 actuwally p ortrayed.
ple of the former type is & gamm

Poitiers (?ig. m) " The pa:

upon & mge rectangulsay stone.

Fhus indicating both the physical exbaustion of the saing,




wfiGe

experience. Sebastian's v

the cemposition in @Wsiﬁi@% to the axisl orientation of his
bady. His right hand bouches
His left he

a8 if in blessing. Ireme I8 imeeling befove the martyr. She

- the stong upon ngim %m siks.

and; Still bowund £5 the trea, 48 mimﬁ abm Irene

holds the ssint's knee with her 1aft hand and with her vight

hand she wipes the wound on his thigh., Her gaze however is

Coward the spot where the

diracted not toward her task, but

4 ;:;. »

sevvant iz Bolding Se ‘ocused g8 it is wpon what

ore than 2 fusetional detail, 1s

: a’aggwtﬁ that the hend of the servant which 48 touwching the

thus presented is mot omly that of the

lso that of the spiritusl and physiecal
etrnorphosis which the saint wnderwent .,

s most vividly revealed
hssan %:Kam wﬁs and that of the

Descent from the Cross @y Ribera which iﬁ newm in
74
eollection in Madrid, While the figmfa of Sebastian f& the

the Rodviguss

coverge of Christ, tza manaerisms of szim Band




of the head, and the dand wo

i

entical to thet of the Figur
gervant of Ivene i conceiveg o

Kluship with the figure of Jo €ph. Hiddén in the deep

shadows his body s barely iliwsinated by that mysterious
souree of light which f@wwﬁ on the bedies of the respective

martyrs.

» £0¢, 1n the fact that the servant of

 man.  An wwsusl detsil, it appesrs alse in the
iﬁ&iﬁmﬁg by Bylert {Fig. 175, and Bewbouts (Fig. 36).
The painting at

Peitiers can be seew as 2 classic statenent

me.  Iike Myrém, In his ¢omception of the diseus
thrower, the master of his work '

the preceding events as well zs the natwve of the events to
Gome, At the same time thare is an equilibrium between the

sacrifieisl and sscramental character of the mgctyydon,

Closely associsted with ,-.'.,.@as-iréﬁmg &t Poitiers is that

. ﬁ(‘




#hFe

in the Harrach

by Jan Bylert €1413h1&?§} dated 1624 god now
Gallery in Vienna. (Fig. 17). 7 Az In the g@iﬁtﬁ@g at Poitiers
this magter from Berecht wlin Spent the early 1620's in Italy
has placed the scens befove 8 dark, umde

45 b

eribed background.

s Sebastian 12 sesred and is &tgﬁﬂ’ﬁﬁi% e, one

of whom 18 s male.

eyes are open, he does not tous tems of wnction, the
sevvant holds the avm of the seint rather than his body,
_and ifm% is concerned selely with the task of removing the
. Thes the paintin

4 mare praguatic snd less wyetical nature.

reference to the Doubting Thomas im

'*‘éa""w_:é".': iﬁ _:-;_;_‘;-:3;;‘ ﬁ,ﬁ
& psinting of the Bolognese school dated to the early 1620's
8 _
which is now fn the Harwitage (Fig. 18).

fo opposition to the Mﬁﬁm painting snd ¢

Bylerts, with which this . anonymous we
iﬁmﬁiﬁyg despite the




=Gie

approach, Here Irene and hey

gervant, now & femsl

attend o Sebastian's wounds, ner even losk at i

| 74

5 within the compesition

' the Prasentstion, a th

eme fully exploited
Poelenburgh (Fig. 19).
lenburgh {Pig. 19) which
L% now in the Gopenhagen National Museun was probably done

in the paioting by Cornelis van

ted painting by Van Pos

afm:% Van Poslenburgh's retus

n from Ttaly in 1622, As 1s
traditiongl In deposition schomes the Wst&tﬁﬁ sebaatian i

- Segted, here frontally, befere a Zm:gse tree. Be is attended
miy by Irene. Taile rare, though ﬁ@mm,aﬁg@w@m

ndrazt (Fig. 26),

ﬁﬁ&?@&é@ {Fig. 45) a8 well as in tW@ w
in Eﬁaﬁﬁé {Fig. ﬁs}* one in Modena (Fig. 42). Ivene supports
Lhe &@;@g of the saint by bolding nim under

ralsing the left hand, mow dets

s paintings, one

The theme of the Presentetion as a sec
in the paivting by the Flewnis




woe in Brussels in the Poteris.

In 21l probability van Oost

sonceived of the compositien Suring or after his journey to

Italy which began in 1621,

figure of Sebastian, bie head thrown

fovward, his one arm raised and bound to the tree, which i

wat for the deposition

Er@n@.ai@%ﬁ-ﬁﬁﬁémﬁﬁ the gaing,

removes the arvew frow his left side,

L2og the saint to the world., Van

Oost’y m@st significant Imnovation wi&hﬁm»ﬁh@ confines of
tﬁ&ﬁiﬁiﬁﬁ&i impgery 18 revsaled fn the fﬁgﬁr@ of Bebestian. Yor
the sﬁaix%t% his right foot plsced upom ®

? great sione heﬁar@

the figure of Plers dells Fravcesco's
‘ 77
majestic Christ of the Be

rection. Van ost thus emphasises

less the suffering or sestatic =

Aot then the triumphant
martyr. Sebastien 15 now the congy

ering here who hag overe
come his physical torture snd spiritual tribulation,

The widespread popularity of this deposition scheme 1s
t@ﬁ%&aﬁgﬁgga the painting aBributed te the ¥

Although t&ar@ are many paintings which dmply the icenge

Eraphy of the &ag@sitiﬁm there are only @@@~wﬁiﬁﬁ actually




» exquisite representation,

gelst” Hemdrick Terbrugghen (1588-1629)

_ mﬁ Gther ﬂ.ﬁ 8 work EW Y Zolriyninse
3@

it was -s’a-z'*-r‘-’ef %3? & Dukeh shooti
ﬁ%wgaﬁ? iﬂ 1623 and completed in 1525. In the @@iﬁtiag
?&rbrugg%an has shown the pearly dead Sebastisn ﬁﬁ&t@ﬁ his

head slusped forward, his right arm still be

nd Lo the tree

oung Irone who supports

5 ghe romeves i srvow from his side.

geslture, a subtle smprossion of her power of benediction,

zmong them thaet b;f Echedoni
(Pig. 50). Standing bebind Trene

ig found in several paintinm

iz her wsaeid whe is wntying

tree. The whole 43 st In & twilight

Sebastisn's arm from the
lgndscaps. With its calm, quiet feeling indicated by the sube
dued ﬁW?%ﬁ of yed, gold, bzﬁﬁ, and purple, it evokes the
anegtine agiilm$3$ a&s@aﬁa&aﬁ with ﬁ@@ twilight &t&g& in the
martye's 1ife.




#7 %=

only the proximity of

branches resching upward, indicates met

death, the stoicism of the mExtyr, but the fsolation of the

&aint in the momen arthly trisls. 4
B3

The palnting iz » compogite of pletox

fous symbolism. We have here not only a description of

the de :i&i@@; but a reference to the % agery of the Pieta.

ability not only to &gsimﬁza@@; ﬁﬁﬁ to ionovate is reflectad

in the nature of the cloth which LoveD)

ML b

shace and radiance of Irene, and the 3¢
placed on Irene's chavity, as wall as Sebastisn’s suffering,




srientation of the artist,

8 balance between the two.
Although th

s éﬁ&%ﬁﬁ@

aster, It lscke the pictorial and
format, the mammer in which the figures ﬁ%&:éi$$$$&@ BUTOSE

the foreground and the sbsence of the stune @f mtﬁ.ﬁm takes
auay fm the emotional Inta ity achieved in ‘,'a Dutch

emphasized. 7
A re-interpretation of the Figure of Sebustisn se concsivaed

by thi® aponymous Ttalisn fe ém&'@i@wé in &h

r engraving by
?&@m’@ Emhietzm {1598~ 1@5@} which Is sighed and dated 1634
am iéx*é in Emiy should :ﬁmm'mmm thig i’ﬁ,gam& into his

work and yet arrange the whele inte s composition more

eraphy of the lameutation thay

inting has described the depesitfon of Ssbastian,
eHe ﬁaﬁa& doges net immediately convey the symbalic




w”}’%w

scheme of the Descent.

ﬁ@@%ﬁ@%ﬁéga engraving is a strange combinatiom of source

material. In additien to the inepiration of Fhis

the attitude of the &we

Bustici (Plg. 25), while the vial of wncticn is st

that in Vacarro's painting (Fig. 10). the soldiers

58 presemce indicates the narrstive

in the background, whe:

chavsoter of the events, reflect the native heritsge of

Brebistte since they appe

ar @lsewhers enly in the painting
by Bustache LeSeur (Fig. 29}.

heme which were produce:

aought. BSuch L8 the case with thbe. palnting by Prancescc
ﬁm&%%%ﬁ‘ﬁ@w,ia the Borghese Bullery (Pig. 25). The atypiesl
- 48 here evidenced in the Sheus

expresgion, in the harsh glunce aof the old women and in the

tple of the wisuse and misinterpretar




ang iﬁMW*g%a@@iﬁ scheme i svident fo tﬁ@‘p&iﬁtiﬁgs by the

88
cern

87
an Joachim von Sandeare {imiéﬁ%éﬁﬁ}g (Fig. 26) (pig. 26a) .

Hot only dees the figure

@ﬁ-@ﬁﬁ'ﬁaﬁﬁﬁé‘ﬁﬁwr‘”

n 343 t@‘ tﬁﬁ
Eree by both arme, one valsed, the

gther out to his sids,

cirbere elee in this awkward, nou-gyubelic combination,
but the nevvous, highly sgitated character of the saint who
cngts an fmplosin,

dpward at the che

keeping with all but the most provincial interpretations

of

the ecstasy of the saint,

Baually in contrast to the taste of other contemporary

ainters is Bandrart's uwse of lig

gbt. 1In the 1658 paloting
ig. 26s) which is for the mest part aﬁsﬁia&@@a@iﬁm of the

@%ﬁﬁ%ﬁﬁ composition, the &5

gid <} ﬁgﬁt _;&n.;

Ld tha f&ﬁta@tiga
seene, while the haiﬁswﬁxga
m Bebastian’s head In the 1644 ;ai%&&ag,(?igx 26}
'w»&&tg his supernatural nature. Weither ave in accord with
the dictates of the Comeil of Trent

Baint and nature is ﬂ%@%ﬁﬁq Sebastisn no longer dowminstes

-8 universe but is subordinate to ft. Too, oue foels that




naturs is not wholly & bemevelent force. It doe

8 aot
cushion the saint frem the world as in the painting ag

Besancon (Fig. 41) but rather sees

18 to isolate hin frow

contact with g mity. Ies @iﬁg bent, and warped char

‘acter

nortality.

Beve, coupled with the sninism, f& 2 fatslism which is more

in keeplng with the art of ths éghteenth century than with the

'y and icenography of the Barly an

ed Sebastisn is employed
not, as in Terbrugghen's painting (Fig. 22) as purt of the

tion foonography buk, 28 in the tenth century frasco

at ﬁmm Maria Pailave (Fig. 1) as mmﬁy & convénient, gnd

the Descent as

m Ba8 been fully detached from the tree
of martyedem.

fne such work which

employs the devige of the seated
Sebsstian mevely for its narretiw

nience vather than se

{1594~1646)
aving by this proviscial

symbolic device, 15 an engraving by ludivics Lans

the melancholy Sebastian is

attended not only by Iwvene and her female sev

vant, but by twe

WEw. Thus, in this engraving lLena has expsnded the Loonography




aF e

implied in the Poitiers' patating (Fig. 16}, Here Irene and

me the sttributes of

£ and
the deposition

Irene. To the left of the
vant. Beth ave young, beawtiful .
seist Schoul,
Fa : 3 person
- Becond inscription in Arsbie 1

sges 18 net purely scoidentsl,

e Irencae Plotstis o

It indicates that Lana dedicsted this en seaving not omly to
the woundea marw’% but alse Lo the merey of Irens

1.8, that for the man of the B,

a8 Sebast

oque Irene £5 o6 significant

The spirit of lana's engri

the Wiﬁgl‘i@i&? af gﬁfﬁm&g@g s the sense of

of interest,
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her @Wwﬁ;ﬁg dated 1649 by
mant (1611-1681) (3. 7) (i

snd sctivity ave fownd in aneti

Tt er iﬁ Eﬁt ﬁi&&iﬁ m m@m&r; &gmﬁax@ W m@ &
work of Pachece

| ﬁﬁm state w&y that Irene took Sel
for him,

-&ihﬁ@%ﬁ%ﬁ m éiswmslm @f the iamwag@:&a tradition
mamma in &%@ M@:ﬁw& mmg {F&g.« 16}, m explicitly

‘ 7 . 4 L ﬁ {m E?}a ‘
' : m Xmem and her servant as wel !




e

protagonists of the Deposition. However, In this engraving,

' Bebastian is alded by the older mam whe Supperts the
a&i@:ﬁ:, while the ‘ether, wzw cleanses & wound is sssisted by
& young lad who holds the basin of ointment. .

1on between the male sctors or any referetice to their

originsl vaison §'etre,

A Getall inexplicable by ite sssociation with any

‘%méﬁiiﬁim&i iconographic foruuls is the @yasmm of the twe -

of the saint. Recalling the intense, dynamic figures of

of the School of

Plato and &ristotle in Raphsel's fresco
29

- Athens, they appear as a visual witness attesting to the

fact that Gﬁ.mimi studied this work when Be wes in Reme
a8 a gtudent of Carle Haratts and Pletrs ds mt@ﬁ&.

Cutaide of Italy, i:m m@:&f of the sested 8

zhastisan
rainting &y@gﬁ%ﬁ French
Master Bustache LaSueur (1617-1655) (Fig. 39} In opposition

attended by four is employed in 4 p

%‘:@ the engravings by Ema and Qimi@mi this painting, now In

the museun st Tours, shows Irene and Eaex'wwwt aided not by

”ﬁ;rm%lmasﬁ from the deposition:icon sgraphy, but by two

2rGepe ﬁaﬁt fanction as wag




human-sized . apgeis. 4n unmususl detail, it is B0t wholly

unique. Elsewhere these iﬁfamaigmﬁ angels sppesr in vhe
21 92

itings by Baglioni, Van %@ﬁk Tanzie da %&ﬁa&§@§.ﬁ§@

 may zsimﬁfy the presence of God, but i

erbed. Elsewhere ghe

the widow
A Zﬁﬁ$ elaborate versicn of this gcené fn

of 6&&2@1&@, but also an angel of BELCY .

which Irens

vares fgr detached from the tree of

the seated Sebasiian y DR
martyrdom, is & favorite motif o

gmgmggi@ » those whs heew %

Broup of non~Italise arfists sctive

sitional 5§myii@itya its grester emphasis on the symbolfe

mmﬁ; of the avents, but pyranidal arrange-

ion which Lmmedfately

oys the wotif of the

%%E-ﬁariieﬁt:;;

a palnting which em




R R

detached, seated Sebastism, in

fact the earliest know

{3

seventeenth century tﬁem@ of Irens cariog

for &

he @@%ﬁﬁ&ﬁ 3a£n§a§iﬁ tﬁaﬁ by the Italian Leenello Bpada
3

{iﬁ?ﬁwiﬁ&ﬁ} (Fig. 30.). ‘e painting, done

of the ?&mﬁ@m Cathedral sscristry was completed i sometine

for the a2triuvm

af&ez 1610 wﬁ@n Spada went t@rﬁaita a8 a s@h@t&a;me.f .

iaﬁggmmﬁtarg ﬁaxavaggi&.; Prasumab:

: @%%ﬁ@ﬁ and imt&%@r@t&%i@w of Ehe

g ﬁy imgai&ﬁﬁ,simiiar t@ those which
(Fxg. é} ﬁaxtaﬁaﬁy the

subject matter was motivate

only fnveked in batties, but

century martyr who we
Who bad long been assecisted with hospitals, a8 13 evidenced

salnst the plague, snd

by bis role as a protector

 his presance
q@ﬁ-ﬁﬁaﬁ~w@@kﬁ &3 the Beg
Too, the ides of Irene, & gyubol of peace and mercy, would Bave
sotacided with the image Ghe Ordey ..%a#ﬁ of itself,

while it is possible that Spade cho

@ Altarpiece by Rager

an iﬁt@rmi in ﬁtmt to the up




befare him, wished to localize the event by placing it within

the atriuve of the sacvistry of the church for %ﬁi@ﬁ.gﬁa'wafk

by the same prototype

wiich later inspived Terbrugghen’s
sonception of the saint (Fig. 22).

Tes
avagsio's Masdslens.

ite death, is a fﬁtﬁiﬁg proto~
type i’:‘w the mim wm was ﬁwaé by the Way of Izens!
g&b@ﬁﬁi&ﬁ ig attended W irene

> & mature, plainly dresged

3 Bnd her Sexvant. The chest of the latt

> thet in the Plse Pleta &
» ‘.;&:. {g x@a ﬁ} & i‘g bﬁr@@" ‘l %w %miig
Which anticipates the figure of Ireme In Rosbouts' paint

_ ne cammot but fesl g,:u - Spada. was
faniliar with ﬁam%g%i&*& Seven Works of Charity snd wishes
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The poss of Sebastien found in Spada's pafoting is
@mi@%@z‘% in a work attvibuted to Massine Stansioni (1585-16569
'@é@f 333 %ﬁm@ is dated . 1615 and now in o
$¥@ﬁ$?& wﬁgﬁing.&$ st Valletta, Sebast

and in scstany,

Copled directly f%am‘aaxxaaag*a figures in the fresco of Lums
4
and Endymion in the Farnesa, Parbaps then ¢

i@ %&M@ﬁ them apd ¢

by the £act that wnlike the




that by Strozzi {(Pig. ‘%}3 they 4o not wven %xing the

£ vic Museum which is amz:i%m?:@@ te the Theodule %ﬁg% {E‘ig, 323 1
The ?ﬁi@mg reveals the

our (Fig. 34). The gesture of

irene @8 she removes the arvow 1s comparable to thet in
varicus

Ttallan works, ¢ in the painting by Ribess Fig. 11),
wﬁiw the manmer In whick the servant holds the arw of Sebastinn

iﬁﬁwama this master's sympathy forthe mystical and ved

Implications of the scene,
The simple, mugtere setting snd interpretation of the

Pieta fconography Is veiterated in the '

@m;gm sz ' {e. 1600 lﬁ%ﬁ% wow in the my

ghen's palnting of 1625 (Fig. 22) iu Uerecht before
gan bie Grand Tour. It is spparent however that Stome




composition. her then extended

ceanization of the b 3? af ﬁﬁ& gaint, gﬁ any Yﬁf@f@ﬁﬁﬁ Lo

condition for
0, with the new attitude and

hands raised in & gesture of

pears £o be in the proveéss of discovering him, s any

eferénce to the pragmatic,

The extreme youthfulness of the figures recalls those in the
paintings by Cavalline (Pigs. 37 & 38% Schedoni (Fig. 50).
The vacant gaze of Ivene's male sttendant veuls

Ribers's Valencia compogitios (Pig. 11), while ehe anbivalent

a2 ope of

gesture &f Irene ieslullar to that in the palnting by Miradori
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(Fig. 35) and 1o that attributed to Cavallino (Fig, 15).

Ae the product of a8 grest innovator the Rouen capy after
@ #

-t&@_lﬁsk Work by Georges de la Tour (i5

i3
93-1652)(Fig. 34) which

Buggest both the vertically oriented #aint of the Pleta, and the

,ﬁ@@iz@mﬁaizy extended martyr of the lamentation,

sntwined column

= & peculiariy French detail - and in tne
flgure of the mourning servapt,
the areise!

twe detalls which appesgr in
& Final Interpretation of the theme (Fig. 453 .

In the Rou ¢n composition the myggiﬁgi -i&?ﬁ%@%ﬁtim& of

the scene are not oriented to the past but te the present,

The ecstatic tongteguences resuiting from the martyrdom are

of n¢ importance to LaTour, nis esole concern i3 with the
relations

ship between Irene ang Sebastian, and the implication
of her mi:

;ﬁiﬁtf&%&@ﬁsi..ﬁ@ﬁﬁ.%@%&ﬁt@@a 1s ne lenger lest In
deep contemplation,

but i@_g@gi@g.&t,t@@.sp@t from whicn Irens




removes the arrew. The fuportance of this is veiterated in

the use of the lantern-the symbol of God - for it illuminates

ot the face @£.$$§3$@§SE§=§ﬂg the bandiwork of Irene.
Equally fndividualistic 1s laTour's Interpretacion of
Sebastisn's bemsfactor, While the dual nsture of Irene as a

composite of the two Merys, the Virsin

&m@‘#ﬁa'ﬁagﬂaiﬁnég
is the accepted iconography, laTour, in opposition te his

compatriets, has chosen to stress the latter mature of the

@i&amﬁﬁfekara&ger; Hot only 12 she placed at tﬁ@ foot of the

spint as is the traﬁiﬁi@mal

position feor the p@mi@@nt and

f@%;iyaﬁ sinner, but ber dress is identical to that of
W@ iggic's Magdalene.

& @aintimg which also employs the figure of the aeat@ﬁ
@xt&n@aﬁ figure of the detachead Sebgstinn is that by amigi

104
Miradori (a. 1625-1655) (Fig. 36) which is now Iin Gremong.

iﬁﬁa @ﬁxnﬁiag by Il Cenovesing ig @ kind of visuasl travazag

‘empves the arrow from &ﬁ@ &ﬁ@ﬂlﬁﬁr @f
tﬁé-ﬁ&iﬁt recails the “ﬁwﬁgﬁiitaa gyg@“ found in the painting
in Fhiladelphis (Fig. 14). Her gesture ss she removes the

arrvow 18 veminiscent of that in the paintings ﬁﬁgzihwzaﬁ o

Ribera and his followers, while the g&sﬁvr& @f

the @tﬁ@g fomale

wﬁ@ has her hand raised ip blessing is similar te that in the




paintings stiributed to Cavalline (Fiz. 15) and Stomer
f?ﬁga 33. The ?iaﬁﬁ bﬁ&kﬁﬁ@m?

Bespite the shvious attampts of this artist to fndicate
his visual srudition, the whole is g reflection of ap essentially
provineial peint of view, The overly dramatic interpretation
OF the scene 1s suggested nok enly in tne use of light, bur
ig'éﬁﬁﬂ'wévﬁﬁi@@ in the

imploring empression of Sebastisn

which recalls that in the patntings by Pachece (Fig. 6) ang

teenth century

of the eighteentis century when this device i consistently
uployed to indlcate the inkensity of Sebastisn's suffering,

Amother varistion of the Rowen composition ig that found
%ﬁﬁtﬁ {£5§?¢§§3$§ (Fig, 36)

1n the painting by T3

in the Rarleruhe Museu.

The palnting is thought to have By




ﬁ%ﬁ'@ ‘
ﬁﬁ'ﬁ'ﬁ xza @W%iﬁ% %@
g *s. ﬁ% ﬁﬁg iﬁ ﬁ

m&i &gm@#; @f %ﬁ& mﬁ.x&%ﬁa&

Lo ma aﬁ%ﬁmﬁ@ @ﬁ m
ﬁg @‘W&ii& 'f:d:;f._z;{;-

,::;:' mﬁm&;&ﬁg @E" ﬁg& EQ}*&
vy of Mammw miﬁfmﬁ@%

¢ extended,

by a&%@m iﬁ“ﬁ-g 3@

w @&Wiﬁg ﬁ& "-55*'4 1
m“i @ﬁ &&@ ., "

m@w
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he borizontal

conposition, and the grester emphasi
extension of the saint in the Verona sugsests the sericusness
of the event and implies the proximity of death,

Closely related ﬁﬁ‘%hiﬁ”iﬁﬁn@gtﬁpﬁiﬁ grouping which forms

lamentation, is another Broup of paintings, which while they

empi@y'the horizentally giazaé figure of the semi-nude saink,
&&@w Sebastian still attached by bis extendes right arm to
ﬁhﬁ-tgﬁa of martyrdem, An fconographic &E@ formal composite of
the imagery of tﬁe.w%pmﬁiti@ﬁ and Lamentstion, it is evident
that the artists whe employ this formsl scheme ave vary much
concerned with vividly recalling the cause of the saint's
suffering and the nature of the preceding events,

%ﬁigimatifg seemingly of impore selely to Italian artists
_ialamﬁéﬁitaé in two paintinge by Jusepe Ribers (1588~1656),
The one, iiguﬁﬁ and dated 1628 is now in the Hermitage

66
{?ig, 3?} The other, dated 1631, 1ie in the Bilbog Museus
187
of Fine Arts (Fig. 40). A compavison between these two
Works by Ribera is iﬁﬁaxestiag, for a@&gitﬁ-ﬁﬁﬁ.iﬁ@atity in

the p@ﬁiﬁiﬂnﬁng @f‘ﬁﬁb&ﬁtﬁ&m, in the age and pumber of

tagonists, and the similarity iﬁ the dark night background,
it ia aviﬁent that the earlier of the e 15 the more
sagﬁisﬁiaataﬁ rendering and cloger ﬁ@‘tﬁﬁ'i@?§i$'®§'§%@




e L

ravaggistes to which Ribera, st this polnt in hi@-@ar@ax@
subseribed.
- Although in the eariier composition Irens doss not Zoze

4t the saint a5 ghe rf@@xﬁaftha arrow from his side, but

'«ﬁ’*ﬁtﬁi&ﬁ' tirne to consult her agsistant, the manner in which
the two hover over the safnt indicates their iﬁﬁémse concern
for his welfare. Gone in the latter composition is this tight
compact quaiizy. In the Bilbos painting T'vens is &t the fest

-@f’gﬁa sgint removing an arroe from hig thigh. ﬁ@r a@t@@m@
.§. £

bhave been described as those of a "celd-bic

oodad @ﬁrg@gﬂw
G@x&aiaiy her distance from tﬁ@ wounded martyr gugpests a
ayixﬁt&al.aisafmeﬁa not evident in the physicsl and hence

peychologiesl intimscy of the Hermltage palsting. Too, the
Indifferent stare of the sesvant as she gazes outward with

that vwae

ant expresslon that ope can also ses in Ribera's
Valencia composition (Fig. 11) detracts from the spiritusl

angels whe bring the martye b

pregepee of the g

a sense of the theatrical to the patating, thus destroying
the sense of the interior drama of ﬁh@ $$¥iiQr-@@ﬁ§€ﬁitii$a

A %?m@@iﬁa iﬁﬁﬁ@ﬁtﬁﬁ?s a8 the croun of the mertyr is ra@er&aﬁ

for those who have éiaé in the service of the ehureb, 1t
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reflects a taste for the blending of the natural ang super=

natursl that is not in keaping with the taste for veaslism
usually &sa@@%at@ﬁ-wﬁgﬁ ﬁﬁﬁ.ﬁévﬁmatag of Cavavaggism,

ﬁ£ %ﬁ@%@ compositions Sandoz, in his axtiai& on thi@

theme im Ribﬁr& 8 paintings has stated

At Bilboa the compasition of no 3¢ f

is 2o open thet we have litele . sa

of the ﬁmmaa a@_ﬁgxiag necessgry to tha
i i Qody ﬁm%ﬁmﬁ?ﬁ-;y

Saint @ab&&ti&ﬁ, ﬁ@iﬁ@ly @a@lasﬂng
Bim in an wndulating line, encircliing
a very "formal raﬂ@mailiati@mﬁ bétueen
iife and desth. (109)

Clesely related to thsse Wimiags by Ribera is & work in the

Tomapo Guarine {é P l&syig {Eiﬁ- &1} 4

bie wounds. As in the paintis

28, attributed to Cavalline

(Figs. 38, 39 & 15), she gazes at her é&jaﬁiy &sgrvant for

#ssistance. The old woman

s 8 “Nespolitan t?ﬁﬁ“ iz supportiag
the head of the mzint and peinting o him as it this were a




#B %

1@ “lindscape setting. It aistinguishes ¢ teelf From othey
,,@@;.zaméssagﬁ Settings by its multiple feonagraphic
5t 8. Hot only iz theye a reference here & the
Feilight zeme in which the bog

and to the stormy

character of the attenpted wmartyrdoy implied

' urbulent sky, but thers is also an Sndteation of the
Peace that hus come to the satns

Tt 15 mot difficuit te see the role which s

in Madeid (Pig. 43), or Ebats by Acebado (Fig. 443, la¥our (Pig, 45},

ert (Fig. 48), or the drawings by Hols (Fig. 46, 47) gng

oena {? igi ﬁz} 3




G 3w

that &a-;w#¥¥~, (Fig. 49), %ﬁ=i$-@wﬁﬁent that all that

formally separates thege mzm from the tramitimal fcono-

phy is the totally prone ?@ﬁiki@ﬁ of tﬁa sagﬁt. But this
innovy ?@m;Within the a@mfﬁ;@s of the gzaﬁiti»ﬁai fconography
has led to a wholly diffevent imtarpx@&ati@a of the Sehastisn
ﬁh@mﬁﬁ one which stresses hit{ the =“;_LTT£-“]f‘$fi¥iﬁmai

tien of thls
th@mﬁ as a Eam&ntatiﬁa was uaﬂaﬁbtaﬁly the amtgamﬁiy'?ffflar

of the painting can be found
Villa Albani In Rome, in
tha Museum at Tours and st Vicenza. The painting shows tﬁ@

111 :
{Fig. 42). Versioms
Campori Gallery in Modena, In the

ﬁaiﬁwiangﬁﬁ figures of &ebg&&ia@ and Ireme. YThe Saint, young,
fﬁﬁﬁﬁg ig lylng with his cyes vloged upon a line

' ;@‘W@mﬁ

@kﬁ@ﬁﬁ&'ﬁ@gﬁﬁ§£§@¥§ a stong of -

bende @v&g the saint as $ﬁ§‘gmaviyﬁ

his z@ﬁamgtiﬁn.

gain, Ivens's hand is so @ﬁ&ﬁﬁi@na@ as to

indicate the nature of the bepediction which she extends to




“Pls

the martyr. Is her left hand she holds a bl of unetion.
Found elsewhere in the paintings by Spada (Fig, 30) and

Cavalline (Fig. 18}, it is analogous to that in\g@g Pieta

132
in the Muses @ivi@@ in Pigs.

xﬁ.am@ Sompares the face of Sebastian in the Mode

Tia
painting with the SRoNYBOUR work in Madrid®s San Fernando

éﬁﬁﬁﬁmy (Fig. 43y it i3 evident that the master of this work

vagglist into 5 bighly melodramstic work.
@@@ is eanfr@at@@ Wi%ﬁ the whole body of the saint which now

saem@ t@~writ@a a2 If in grege Physical pain, an interpretation

tontury) likewige ﬁﬁ@&@-ﬁﬁ& y@@ngg axt&mﬁaé figagﬁ of the gemiw

nude saint attended only hy»@ae (Fig. 45), aﬁy@ﬁ however,




ims@iﬁﬁé by the Hoden -1an perhaps by some copy

after Ribera’s composition @f‘zeaz {?ig. 40). The sne totally

hat Sebastisn is

unique, and g@t&i%y'iaaxﬁii@ahlafdatail, is ¢
#ot attended by Irens but by a man.

Perbape the most beawbiful statement of ¢

s formal and

ieau@graghic ty@e is the @@ﬁ@@%&ﬁiu by Ge »xga& d8 IaTour (Eig.
134

45). The work ragx@sﬁaga the climax of &a@aur*ﬁ t@iﬁkﬁﬁg

which dealt with the subject of Scbastian and Ivene.

eaia%samm painting, the complevel

ecalls the painting in Moden the organiza~

tion of the four wh

wag familiar
IaTour'

It is very possibie that he has not repréasented that moment

when Irene finds the Balnt, but rsther the eveuts after the

-vgimal m&rtyrﬂam Por wﬁii& e i1dentifying arvow suggents

the fivet martyrdom, the rope e

ﬁﬁmﬁﬁ%fﬁﬁﬁﬁ&§$-&ﬂ§§ﬁg@ﬁ$ te the three Marye st the tomk

&8 well a8 the step-like platform upos wﬁi&k-ﬁﬁ@y-&&aa@g

indicative of the passage way inte the seéwer where Sebssilan

was throwm, Buggests not the events after the Bagittation, bug

many seemingly refer to the %@axy-@f Iacy who found the body




“Bfie

of the saint after the f&ageiiati@n. Tod, the sour

n0 longer s lantern, but a torch, the classic
bﬂfi&i aﬁggﬁats Ehat IaTour has
This senge of pos

simism ang ﬁé@iimgs @f

fiﬁﬁ& ¥ axe not out of &a@pﬁag,witﬁ &aﬁ@@r‘
y 8 be nesred the eng of his own iiﬁ@.
Thia figﬁr@ @ﬁ Bebastian as ;

_§§$aﬁﬁ_i$ reltevated in two drawings by Pier: Francesco Mol
| {iéiﬁul&é&) {?ig, 46, @?}ﬁ In his drawings ¥

ola; the Prench

sxpatriate wio spent the wajor portion of his 1ife fn Rome
has @laﬁe@ the bloated body of |
 plane, op a large slsb which ix}ﬁfﬁqﬁﬁﬁy'gggalig

the great stome of unction in Caravaggie's tombment. Here

ot only indicates tha sepylchral tnature of ths goane, bug -

howing zram&<aﬂ@§atiag the wound on the right side of

zﬁahastiaﬁ's body with per finger be sugsests the 3
:fﬁfﬁﬁiﬁg,gﬁ@maﬁ legend,
Sebastian's spiritual and physicsl transfornation.  Pre-

- Btresging the nature of

Sumably the more sketchily deaun rendering of the scene
{(Fig. 47} is the iatter interpretation of the theme. por




“én attributed specifically go Georges de LaTour; as weil as

The werk bag

Lo @ﬁﬁﬁé§ §'?raaeh.@r E@aﬁfﬁﬁaartigt working ¢, 1§3§fw .Ef

it 1s Squally difficult to

assign this gtudy to g $chool or master on @ﬁaeiy;i@@ﬁagra@@i@
%@ﬁkﬁ%ﬁﬁﬁ@g'ﬁﬁﬁgﬁ%ﬁﬁﬁﬂ
- toreh, indicare this

colunnay tree, ana tﬁﬁ device of the
master’s awarenses of the Lagte af’ia%@mr Fig. 34, 35,
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: position of Sebastian,

classlcally inspired shape of the vessel of

waction indicstes a familisefty with wotife of Italisn orisin.

4n fconograpbic ﬁiﬂ@%ﬂﬂﬁyw the ﬁra@%mg doée support &

onclugion of this theslis, tﬁ&t the @zagﬁmﬁatiaﬁ @f this theme
ig not & 1@@&3 phenomenon, b‘ﬁ% one with

tiong; that the artists whu do treat ﬁﬁi&‘%&ﬁ%&‘ﬁﬁﬁgg%iaa

legend are exposed not to one, but £o 4 multitude of

gemént and gction of the figﬁxﬁﬁ is
é@aiﬁ@@iy dlfferent, a painting which captures the gpivic of
of LaTour (Fig. éﬁiﬁ is that by
Bartolomeo Schedoni (1578~1613) {Fig. 58} . 18f%& pyramidal

the Berlin composition

8ts that this tos is the Final

As this painting, now in the Natiomal

Gallery in Kaples, wasg found wnfinished in Schedoni's studie,

it Ls interesting to speculate, since one does not know

for
whom the work was "':'!zém?‘a

ég if this ?aig%ﬁ.y personul

interpratation of the theme i$ not & yx@@ﬂﬁ& of Schedoni’s




awareness of his impending Geath. Por ome contemporary writer

implied that the artists of the Barogue wers often compering
' 119

®

thempelves to the saint




e ?@%&&@t@g
SR e Chapter IXI

1. H $@'$$§ﬁﬁaé@z,’ggﬁﬁﬁg“a@é:ﬁaaﬁ@@sm@§ t&$ Comeil of Trent,
- Lendon, 1941, p. 215-217, ——

2: &, ﬁ&tﬁ&mé}ma‘mﬁa M 18, New York, 1§5{% pl. 57.

3. &a'ﬁ@lﬁﬁ@ﬁaﬁﬁe&i,ﬁigﬁaggggﬁiﬁy London, 1933, pi. 229,
See also the letter te Michalangelo from Pletre Avetine
(E. T. DeWald, Italian JFaintins: 1200-1600, Kew Tork, 1961,
B« 392-294), VWnat is evident is that despite the propristy
of th ‘seventeenth century, there is the continustion of
Ehe pre-Reformation habits of thinking. For the paintings
of the Baroque, such as these by Ribers (Fig, 11, 1%, eti.,}
of £hat by Cerrini (Fig. 7) indicate L the artist of

the Baroque was a8 sensitive to the beguty of the nude

o0dy a8 bad besn his predecessor. His presentation of it

ore discreet. o

%. Again, despite the decress of the Cou 11 of Trent, the
power of Sebastisn ss an active foree, iz suggested in
- various paintings, as in that at Poiteers (Pip. 26),
Val ' Li}s and Frankfort (Fig. 23), to menticn

hiow Sebgetian's hand podsed i such a
diction which he is bestowlog on
oo, TiaL Gistingulshes this gesture from that of the
saint in the painting by Lisferinwe {Fig. 4} iz that here it
iz incorporated inte s natural gesture resultin
re, where it wss g
re. The old habit
iz only the manner of presenting 1 thgt
hanged. oo, there 18 g new reciprocity between Irena
and Sebastism which Is alse distinct from the imagery of the
i : Fafularyie era {gm _iF" 3&} . L

. 1"Art Chretien, Paris, 1956,

3. L. Reau, Tcong praphile de
e 374y

glews du XVII Siecle, Paris, 1951,

- E. Male, L'Art Relf

figo 2;@«»

9. I. Loyola (1491-1556), §

aiersl des Barock im Rom, Beriin, 1924,

iritusl Exerciges, ¥.Y. 1948,




i&‘& ‘:

6.

22,

- F. Pariset, Georges de late

+ & Venbturi, Stor

lson, “In the ﬁaxgin of the aatalgguﬁ”’
; 4 Wl £y Harch 1@3@ fig‘ %.

1&3& § i . E‘-\i 3@;-@- S@ggh@zw ‘

%@r& ﬁaru&ia, quoted in Brewond, | gffﬁigﬁ Yol. 111,

ps S1s

. yaﬁ@fgky, E@f-@ﬁ@ﬁ@ﬁﬁazga Eros, Oué @@ii&mé Yoli L,

1933, p. 193~217. Tied o & tree the saint appesie as & .

Christisn eros, but like Cupld when he 18 bound he is the
ymbol of ahastity and all tkat is pure. '

vy Paris, 1948, p. giﬁ

Exrphmer ﬁeg'&ltﬁaxf%r~$£tar in St, Flerian,
“ &§ 1%é¢

s deli'Arte Jealfsng, Wilsn, 1934, Val

iz, pﬁxt vxxz,“yi; 631,

: X%iég, pl. 353,

tlon in Caravaggio's

M. A @ﬁ@ﬂVQg "he St ¥ oot
Pal .15 a", A2t Bulletin, Vol. XL, no. 3,

‘g fﬁt the g“

1 in this
% the stone of ynction” it oné form
However, is other works, such ag fhsa
mmgraving by @imi L (Fig. 28), tﬁ@ altar-1ike ghape
of the object u which Sebastian site suggests tﬁ@
imagery of the stone of unction, while the compos enal
arrangement it other paintings such as that after IaTour

{Pig, 34) is simiiar £o that amgiageﬁ in the works which
show the stome. -

of the seventeenth cemtury paintings {llustrats
thesis, half shos '
oY another,
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23 The gource of this imagery is Jomn 19:38-43 where he
@@$¢£i%$ﬁ gwh ScCoutrementy mf barigi ?ﬁ@kmyﬁtacgi

f'%ﬁ@x@ Be st&tas t&at &ﬁﬁ grav&
 Barments of incorruption in which
‘be gia@heﬁ'wﬁan iz,i@ restored o lifse,

' .@ﬁim&& Mg@;ﬂ@s pl. 55.

sghiantl, "Arte & ﬁma@ﬁﬁima & ?i&@ﬁ%gﬁm:gﬁzﬁhéxmgr
- i éﬁ & @, zi "“"“‘““ng

26, I& is in&@rsgtiag that with rave exceptions (pl. 42)
Irene, like the Virgin, the mother of & 33 yesr oig gon,

is always showm as young. EBgually int@rasaiag i@ the

fact that in the seventoenth c@ntmry : & 1 5

depleted as earing for the sai; ]

a8 oubgrowth of 5 literal .

ne would g@ ﬁa& aa ﬁi@ﬁﬁ
: 1__2ﬁ {4

27. Reau, ise, Cit,, Vel. 111, part izl¥ P lﬁg?, Juan de
&yals, Pictor ¢ ristaxﬁﬁss B8, and Jobhsones 2
De Picruris et I maginibus
are; to my kaawlaﬁg& uQ pal T «s
Sebastian seated on the lap of Irena. Howgver, many
‘"'ET“*MHL?ﬁﬁiﬁﬁ anpley the tﬁiﬁﬁﬁﬁl&ﬁ grﬁ@@i@g af the
8y L.e. 8 mﬁ. {?:;%g. 31} * 86 -ramw: {Fig‘ 33}
what éyaia.amﬁ ﬁﬁﬁ&ﬁﬁ& x&f@r,

S@@risa %

29, Hale, doe, soe, Clt. p. 283, ﬁig, 163 and p. 285, fig. 167,
3@* ﬁfﬁ W«n cﬁimﬁ ?@1# EEL. @o gg—
3

. ?ri@@la@aé@r. ﬁarﬁ
- pl. 15.

»

2 Studies, Priucetom, 1935,




~103-
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1957, p. 133,
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ne. &, Decewber 1940, p. 1@?*2%%
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ﬁ@%@vaz,_gnla @at‘
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po ;ihiiity that th£s~wa$ aﬁ@,; &

aﬁt@% %ha ﬁ@gy ﬁf a i@?ﬁﬁx im %arlia. 3”@@~%¢t #isagr@a
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‘ tatemant, ‘mm it
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i8, v, Moschini, “Schedani",
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| Chapter E?
The Last Flowering of the Baroque Yradition

If the Tepresentations of ehae Sebastian ang Zram@ E@g@né

during the Early and High Barcoue can be seen gg » %@ﬁiﬁ@g&&ti@ﬁ

of the needs of thag age, it is equally appavent t@a

contivusd @@p&i@ﬁi&g of this theme

during the lgte Barogque
{ca. lé?imi?ﬁﬁj is likewise g refiection of the fact thae
Lhe

man of the . elghteenth century found within this aﬁﬁ@@t
egend a sufficlent vehicle for the

sede, his fears, his degires, and nis

In snalyzing the late E&?@%ﬁﬁ reprasentations

of this

legend, it bacomes evident that the pictorial statements of

this sge are dependant upon the formel ang Lemographie

motifs developed during the sarly seventsenth century, Hare,
Sebastian,

like his Sounterpsrt in the formey

1 Btanding, soated, or exﬁﬁwaéﬂ

&s before, Er@ﬁ@ is usually young and

She m&y'atﬁanﬁ Sebastian ai@%%g o &hﬁ way be
assigted by ﬁﬁ& or more in ber ministrations %o the wounded

MW@ mk@fﬁ@ gh& t&&%@ iﬁ sﬂetti &ﬁ@ ﬁﬁ@ noment t@ hﬁ
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deplcted is identical. wWith the excaption of £he x

after the psinting by Daniel gﬁiﬁ@x (Fig. 74) all the areists

of the lLate Baroou
In fact, ir is not difficule

e place the event within s lands.

uibtedly the drawing
an Pletre Movelii {(Fig. 52) is

non Barnards Brrozzits @a&ﬁtiﬁg in 8. Bensdotte

been impressed by Strozzi's composition in Venice, Prae

Sumably the woodcut after Seiter's painting (Fig. 74) was

devived from Gimiguani's composition (Fig. 28), while vhe

Lognese School (Pig. 18).
Bespite, however, the indebtedosss o

difference smenits of the fndividusl

finds in the later era s cholce and




*1iZ«

In the iﬁﬁexgreﬁati@m of the events gﬁt@r the firgh

mgreyrdom the decided preference of the Late ﬁ&xagﬁ&wafﬁigﬁ-

pon the great rock as in the Budapest

arawing {mg. 65), or in the @aimmng by Battoni (vip.

tﬁa imag@ of the saimt £

lamb. For the man of the Late Barogue the fmportame:
of the martycdom lies less in its sacrsmental
in its sacrificial implications.

Bhout the ewphasis 42 on the physigal rather than
an the m@ta§hyﬁi@a§,aﬁaraa&ﬁx of the eve
&f the |

wts. It i1e the decay

body thst fascinates Marein Joliann Schmidt and his

mporaries (Fig. 38«62}, In zhe palnting by Antonis

grini éﬁﬁgw 55) the shadows seek not to evoke & mood but

to destroy 3waaa%§&ﬁ & corporeality.

G@%&fﬁitﬁ'ﬁﬁﬁ.éﬁﬁﬁﬁ? ental inters

arance of the transcend

pretation of the events s a concern for the God-orienteq




?ﬁiﬁ%@?ﬁﬁi {ﬁﬁﬁw 66) end S&&&@g {§§g§ 74} sbow |
or baing detached ~- Sebastiss

bis destiny, In the patn

in thet by an usk

cather then @a&@ﬁvﬁﬁy To aucept the
position in the middls grouns of the |
e (Flg, 53+62), Paul
ye {Fig. 57) inGlegtes thar




:ﬂa@sﬁ@@maﬁiwa;f

‘ --—f"f_‘-féy there is an animlom whioh smm&&

¢ essentially anthrspono:

y religious statement, This animice

is revealed withln the sttitude toward particulsr slements tn

sning during the
tached 1s oo
Ho %@ﬁg&x massive and
o] ", {?ﬁ.gw 32}3 ne longer
umdant foliage as in the various

mfm &Eﬁﬁfﬁﬁrﬁﬁ@@
t@ Eamaﬁfa Cavallins (Fige. 15, 37 & %} + the trees in thess

: @ﬁé@gﬁi@%s

' @i&mﬁ. it is gamrlm bent, -ﬁs@t}:@wﬁ by adverse f@m&g mmé
‘iﬂ‘;@ ednt 3. Broken, béaring no feult, as In tha ﬁ@@l‘.if
Ix iﬁ Mﬁaﬁ (Fig. 76), it i5 the 8y

Even the

ure by
whind of Mﬁﬁtm bimsalf,
great ml:% in ﬁ;ﬁw Eree &ay Bonlfap sy o

65t thst the

fkﬁﬁéz @:E natxsm has :a»w torn epen, just as ﬁ:@@ of

o8 of Schnidt (Figs. 58-62) and
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Pellegrini (Fig. 55), while an outgrowth of earlier joena-

graphy, do not isolate the saint in a spatisl iimbo ag does

the darkness of the Ribaresque compositions at ?%itiar§,{§ig, 16)
and Philadelipbia (Fig. 14). It does not separste Sebastian
from a world of chaos as it does in the Valencla copy after

‘Ribera (Fig. 11). Nor does the

twilight landscape of

Pellegrini's painting {Fig. 73) absorb the soul of the saint

fﬁm&@ its golden woub as does the warm glow of the Cheriin

work {Eﬁg@ 22). Rather tﬁ&'@ﬁﬁbﬁlﬁﬂt @i?'" ses in Unter-

@azg@rs 5 gaiﬁting {Fig. 88 or in that by the éﬂ@trﬁaﬁ Master
{Fig. 53§ﬁ the gi@xeiug 1ight smanating from Ebem, suggasta
t&g power of a cataclyseic forcs.

The formal aa@ iconegraphic innovations evident in the
Late Eﬁ%wéﬂa-&ttitaﬁe toward Sebastisn and pature ave like-
wﬁ%a-gggar&@t in the Interpretation and pragentation of

Sebastisn’s benefactor and her attendants, Bepsndent upon

“the protot poch the artists show

Sebaatian sttended by one or more femalss. In the gaintiag
by Burané (Fig. 89) Irene alone attends the saint. Ea,tk&
paintings by Ei@hasl:%@ﬁ@a {Fig. 64), Hans Adam Weissenkirchey
{(Fig. 67}, and an Enonyuous m&a&ax-éfztk@ ﬁ@h@@l*@ﬁ-ﬁ@x&q
Harvatta (Fig. ?5} Sebastian is attended by t@@. In the

ﬁi&t@ti@ﬁi gr@%@ntati@a of the theme by ?i@tr@ Vasta (Pig. 78)

f@ur atiwaﬁ the saint, while in the weodcut aﬁtafasaitgr (Pig. 74)




' Neapolitan tradition whﬁa&'sh@w@ﬁ.@i&ﬁéw

[

i

- ]

Ireéne or her servant a8 an o0ld woman, , |
| : |

J

£

which bad been asserited in ths Baventeeneh century,

In the

-@%aﬁiag-ﬁy Glovanui Segais {(Pig. 78), boen femaies remove
arveous from Sebastian, In Eﬁtﬁmayriﬁ peinting (Pig, 57} ome

Wwipes a wound, . snother Temoves &

sty s s N e




seventeenth century Suggested the manifold Yomifications of

this mystical experience. In the late Baroque one witnesses

& Nnew compositional gr@nyimg‘ﬁﬁi@& tends to Ignore the Fformat
of the passion trilogy. In the paintings by gattmayr (Fig. 57,
Troger (Fig. 56), Schuidt (58-62), Rocca (Fig. 64), Battoni
{Pig. 65} and In the drawing by Tiepole (Fig. 32} the women %&@
%ﬁ%@aﬁ the saint enclrele him. While it is possible te read
this arrangement in terms of the %x@ﬁﬁtiﬁ@al-aymhﬁiiﬁa,

that is, as r@px@gamtativa af the eyalﬁ'ﬁﬁ 1ife, the sense

‘of ritual with Sebastian ag the t@tamg the a&je@t of worship,
iﬁ the overriding impliegtimm of the grﬁ@ying

«Orexisting w&tﬁ this arrangement is 4 new sensuality in the
iﬁtﬁx«zelatirm§h£p betue

Gen the protagonists, Rot only do
Burand (Fig. 69), Pellegrini (Fig. 55) snd the

anon Yidous
‘master of the Budapest drawing (Fig. 65) present the um-

encumbered body of Sebastian in 2 manney which recalls the
there iz a

”i@@ﬁﬁgg@§§y~a§‘tﬁezﬁgaaiaﬁam@aﬁ but throughout
non=fwmetional arxaﬁgam&m& of the gastures @f the femgles
which imgi&ea a desirve 6eli%axﬁtaiy to g@xtray physical

contzct. In the palnting by the anonymous ﬁm@txian {Fig. 53

the gesture of the servant is so contrived thar her hang
which shields the light is #0 placed that it seems to be

caresaing the saint,




ons of the s@msm theme during

igﬁm Late Ema‘;gm g@agg@% B fﬁi&ti@n@ﬁi@ with the seventeenth
t_fmzsmry which xg * .i;g_;. the miat:igmﬁi@ which exicted
Ha ﬁrm aﬁé the 1+ Benaissar In

_"MWQ&% ﬁ’%e Age of |
f?wﬁh m&ﬁ ‘one finds ﬁmt whamw the m @f the latar spoct

‘ﬁ*?ﬁnﬂﬁﬁ upon his ;;ff’g";* :

vy fron ene previous morn; | in ;

f§@5§§fﬁﬁﬁﬁ of form &%&'ﬁﬁuﬁﬁmﬁy # moving away from the
R %3%.?2_:

to the sahjwﬁw im@mmtm of the pictorial
mataﬁuﬂ..

;@u»ifa& 1. ?5}, the @aim;§g  .

Wﬁm@ﬁ the woadeut b
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included in the thewatic repertoire of only Germen and Italiam

artiste. Awowng these, it wag most populax

artists

¢ training was primarily within the Venatlan

gghﬁﬁﬁ sf iﬂfgﬁaﬁéé.

. the @wﬁtgmﬁﬁﬁaty ”@ml&axaixﬁﬁyﬁ?“f
nd heve had for the

“-fﬁ@gﬁ in the @%&?ﬁ&i
. - . ) - é
¢ity which came with the dedth of slexander ¥zi§

@%$§%r$ﬁiy§ tﬁ$ rﬁﬁ£ ﬁﬁf@%ﬁiﬁﬁ amd the southern middle

hw*aﬁ-a?éa as the &%yw@e.@f tﬁéigﬁmtafiai w&ﬁ%&a&&ta&i%ﬁs

situation in these greas. Wittkower, m&w&iﬁa& st the

artistic ﬁ@ﬁﬁﬂéity of %@nﬁéﬁ &ﬁ-tﬁa.@ﬁgatﬁaaﬁk canty

Y, States

Ehat he cannot ﬁﬁgxaia,tha'ﬁa@ié rige t@ @%ﬁ&?ﬁﬁwﬁﬂ of

Venetian sxt ar artr,;f aﬁ tﬁﬁs tinme aﬁ tﬁa eity and its

gritists were not @niy out aﬁ the maimstr&am of ﬁaxiy ﬁﬁvent@anth




S “3‘2@“ ¢ vk

‘ecentury art, but ¥he city at this moiment was a wesk and

@yiﬁg ﬁiws 3@1%2&’ ﬁ@mﬁ@ﬂt 34: Fomwad
é .

pilarity of the ¥ Ear iy {:ﬁrﬁsﬁi&m
legend and %h@ natvre of i Interpretation @ﬁ&hﬁ_pr
'%ﬁgﬁia the reslm of t&is eiﬁy. F@% t&& dramat

-mfiz.as@éﬁ&m Of an era of irists, It is witness to the chaos

:@kima aymﬁrgwt@é not aniy this swa@aast gawa, hwt @ar%%f_u




e & : glg.‘:s
onE Are il?%§§, ;,_;;;_‘ i




e It is wot g
& subject of major signiicance.
wre lmportently, the 311 Ftration of this Early Christian
legend in the ninetesnth cent

=il

the Lote Baroque, represests 2 Tevival rather than a

what significance 18 a sick and wounded nero

L3
S




e b B

%gﬁtiﬁg@ i$ &ﬁﬁgﬂﬁ o Eﬁg@m be 3-%3? @ix«; € { z? § En 13@3}

‘?: -
palutivg of 1836 nov et Nantus (Fig. 79) could have been

Fon Cavalline’s palnting sn the v

iakerpretation of Ribera's 1628 con - osit1on
(Fig. 39), and 16 ta ¢ n & x

that Prompted the opents Spas Lo
1839, é@m Hemper's (1829-1905) painting (Fig. 8L
 eshibited in the Salon of 4 ont1 '

The presence of tnis theme fn Fremen nineteenth century

t subject matter,




 vehicle for the expression of the taste .;fi@g the strange wﬁ-ﬂﬁ?f'

of the cadaver and the phepe

one alse the decemposition
5

was au ey that %we@ Ehie s«;‘i@& h@zﬁ, which saw In the pei .
Wi@t&@ the gy :s:w-a of the

Heuner's painting of the isolated hero was admired because of

&
imgt& pereonality,




aaﬁ ﬁ&%ﬁ@%&t@ﬁ tﬁg faet@%at

m@i&a ai& zhaaa wafkg attamg& t@ @mﬁi&tﬁ t&@ siyle &mﬁ ?ﬁiiﬁ@@#ﬂf

paintis g by tae zm.m Stuseppe
) m_ﬁﬁﬁmwmwaili (1523~18?§} {Fig. 323 swggaat& tﬁi& ﬁ@ap@%ﬁtﬁgﬁ 8

H:Wﬂﬁimﬁ t@w@w‘ﬁﬁ swmwwiea<ﬂarrimi (?xg. ?}, Wﬁiie
tﬁ& t&ii&g@t zanﬁse%ﬁ& zﬁ in k@ﬁﬁﬂﬁﬁ with zﬁm txa@it&ana of
| ﬁkiﬁ ﬁ@z&h&rn Etaiiaﬁ &ﬁﬁﬂ@%




Po iiﬁizs smza @m@r wrﬁaﬁ
T *EE&@% of iwm attending the |




phy, He fails te

ve vole of Irene, or the uystics
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