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1 N this paper 1 shouId like toO discuss the work of a seventeenth century 
Mexican painter, Baltasar de Echave Ibja. Because there is so little 

known about this artist and becaase very little recognition has been given 
~is works, 1 should Iike to discuss his painting {rom a critica1 point of view 
In order to give him the place he deserves in the history of colonial art in 
Mexico. 1 should like also to malee sorne suggestions as to bis antecedents 
and angins in order that his own accomplishments might better be unders­
toad. 

There were three painters in this fami1y of artists who bore the name 
ot Baltasar de Echave; the eIder one, Orio; his son, Echave Ibia, with 
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whom we are primarily concemed; aud his son, Echave Rioja. Oí the 
three, Echave Ibia was the least famous. but now emerges as one of the 
most important from the standpoint oí artistic quality. AH of the notes on 
Mexican colonial painting up to the last few years mentioned only the 
other two. It was not until recent1y that Echave Ibia emerged as a separate 
individual, wben D. ~:íanuel Toussaint pointed out the separate identity 
oí tbis painter írom the other members oí the same family. 1 Echave Ibia 
has been neglected by historians and critics pardy because he was so little 
known in his own time. As is so often the case, he suffered from being 
the son oí a famous father. Part of the later historie submersion is due 
a1so to the faet that' he was given no large, important cornmissions. Most 
oí bis works are very small. sorne of the finest ones being no larger tban 
fifteen by twenty inches. Since most oí the writers on Mexican colonial 
painting in the nineteenth and early twentieth century were more impressed 
by quantity and size than by stylistic quality, he has not been considered 
important, and often has not been considered at a11. 

As a result of this neglect during his lifetime, the biagraphical data 
about hirn is slim indeed. In faet, neither his birth date nar the exact 
date oí his death is knawn. By piecing together the date of his father's 
marriage in Mexico, the date of his own marriage, and the dates on his 
works, along with the facts known about his son, Echave Rioja, it may be 
fairIy well established that he was born in the latter part of the sixteenth 
century, began painting in the early decades of the seventeenth, and con­
cluded his career near the middle of the same century. The date of his 
earliest painting is 1620. The latest date on a painting is 1640. Most of 
what is known is that which may be inferred from his works. 

Since Echave Ibia began his training in the art oí painting during the 
l·arly years of the seventeenth century. it may be well to go into the stylis­
tic íactors which may have shaped bis own deve1opment. As was natural, 
he studied with- his father, Echave Orio, as did other oí the more talented 
pamters in Mexico. The early works oí Echave lbia reflect very definitely 
the influence oí the father. 

1 Catdlogo de PinrurtU: Sectión Colonial. Poblication of MlIM'O Nacioaal de Arte. 
Pláticas (México: Ediciones dEl Palacio de Bellas Artes, 1934) fQrmed by D. Manuel 
TODssaint. 

This w .. , the first time in this century th .. t thc wor-ks of Echave Ibia appear 
xpan-te fmm [be -otbtr members of tm fami1r. 13efott this thert i, btlt a ftotice ¡iven 
by D. Cado. de Sig:Uent:a ,. G6ngora in tbe ttventtenth ceata..,. 
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Bis father was perhaps the best known and most admired painter in 
Mexico at this time. He must have been. from all accounts, quíte a 
remarkable mano He was not only taIented as a painter but as a writer and 
a linguist. In 1607 he wrote a book on the Basque language. 2 

He carne to Mexico directly from the northern province oi Guipuzeoa. 
There is no evidence oi his having painted before coming to Mexico, but 
a paínter from the same province. Francisco de Ibia, ca11ed Zumaya, had 
to come to Maieo in 1565. The elder Echave studied with him and began 
producing works in his own shop toward the end of the century. Echave 
Orio contributed a great deal to the development of painting in Mexico. 
Although he did not begin work untit he was quite mature, he was inrel­
ligent and prodigious in his output. He endowed the art with a monu­
mentality and impressiveness that painting had not possessed in Mexico 
up to his time. 

His work reflects the 1 talianate manner rather than the Hispano­
Flemish style. Whether or not he spent much time in Madrid or Seville 
on his way to take the boat to Mexico is not known. At any rate. the 
aristocratic taste: in Spain was leaning heavily on borrowed Italianisms 
through Lui. de Vargas, who pairited the a1tarpiece in the CathedTal at 
Sevilte. The full force oí Italinate manners was introduced by the amsts 
who were decorating the Escorial for Philip. This is particular1y true of 
tbe mannerists that Philip brought into Spain, Tibaldi, Zuccarro, Cam~ 
biaso. A change, however, took place when Philip had the Titians that 
he owned moved to the new palace. Navarrete, El Mudo, was more closely 
drawn to Titian than to the mannerists, and worked in a strong Titianesque 
vein until his death in 1579. The successor to Luis de Vargas in Seville, 
Juan de las Roelas, was also more·closely drawn tri the painting of northern 
ltaIy and Venice than to the Romarusm oí the mannerists. Italianate ideas 
aloo carne in by the devious of the N etherIands with Pedro de Campana 
in Seville. 

AU 01 thi. is by way 01 background lo show tbat the painting 01 th. 
two Echaves was eonditioned hy the strong tendency toward Italian ideas 
whieh had for the most part been taken frorn Venice and northem ltaly. 

2 D~urW8 "" la antigü~ad th 14 t.n9U4 CQ.nt(llK. btl.congwJa. compuestos por 
Eoaltuar de Echave. natlltal de la Villa de Zumaya. m la P¡:ovillcia de Guipú-noa , 
vecino de México. (Coa li«ncia y privileaio ni. Mixico: Imprenta de Enrico Martí .. 
net:. MO da. 1607.) Tbecc ÍI :a pornai.t oí Echave iJl tbe froDtiapiecc. 8ngraVlld ia 
wood. 
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There were undoubtedly examples of Venetian school paintings in Mexico 
at this time. 3 Engravings of paintings by the Venetians were probably 
circulated and lmown by the painters of Mexico. The sobering influence 
oí the black shadow seboo! deve10ped by Ribalta and carried on by Ribera 
and Zurbaran dit not greatly affect the Mexican artists until the middle 
of the century. 

The instruction that the elder Echave received was that oí a diluted 
ltalianate sort from Francisco de Zumaya. His ideas for compositions and 
the handFng oí various themes were probably taken from engraving oí 
~ta1ian paintings. Considering the fact that he did not have the traditional 
long apprenticeship in lús youth, his achievement in painting is remarkable, 
but his art, when looked at objectively. is often rhetorical with theatrically 
posed figures in awkwardIy scaled architectural settings. In his best works, 
he does achieve a simplicity and sensc of largeness. 

The style that his son. Baltasar de Echave Ibia, deve10ped is sur­
prisingly different. Sorne oí these distinctions may be pointed out. First. 
his color is quite unlike that oí his father or any of the óther painters 
in Mexico. Whereas bis father, Orio, preferred the warrner tones of sienna 
and umber, lb~a worked in coal grays, gray greens, and a rich variety oí 
blue. Secand, Echave Ibia made one of the most effective uses of land­
scape in his religious paintings oí almost any other painter in Colonial 
times. Landscape becomes a vital part of the whole expression~ as it did 
with the Venetians. Third, his brushwork was unique in his sensitivjty 
to the subtle graduations oí tone. There is tittle abrupt and sudden modell­
ing. He controlled passages in an exquisite way .. Fourth~ his whole con­
rept oí design and arrangement was genuine1y Qrganic ip this re1ating 
íoreground to background. Bis sense oí form was plastic in a truly paint­
erIy manner. 

O~e of the earliest works of Echave Ibia is that oí the 1 mmaculcde 
e onceptioll? dated 1620, and it indicates that he was already growing inde­
pendent oí his íather's way oí painting. In his treatment of one of the 
favorite themes in Spanish art, he 'employed a rich decorative ,pattero 
showing the Virgin replendentIy bejewe1ed against a background oí gold 

3 There was an equestrian portrait of Charles V by Títian banging at tbe Vice 
retal Palace in 1666, according to the descriptíon by Sariñana. This painrlng has 
disappured but was limitar to the one noW' at tbe Museo del Prado in Madrid. Thí't 
note il to be found in, El Llamo de Occidente en el ocaso del tmlS claro sol de las 
Espafia" delcriptíon of the funeral of Philip IV in 1666, by Dr. Isidro Sariñafla. 
quoted by Artemio de Valle-Arizpe, El Palacio Nacional de México. (México, 193 .... ) 
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that was íurther enhanced by the bIue oí the clouds and the vista below. 
The relative degree oí two-dimensionality oí the figures that are only 
slightly modelled. and the flat brilliance of the background gives the eÍÍect 
oí a refulgent tapestry. This emphasis upon linear design and the delicate 
modelling in light and dark is quite diíferent from Echave Orio's manner 
of painting. In this early work, one is able to see Echave Ibia's ability to 
organize complicated and diverse groups oí forros in a very satisíying 
fashion. This work is much more linear and c1ear in contour than his 
mature production. Later he became more truly "painterly" in his con­
ception of fonn. He already showed bis preference for the ecol tones tbat 
were typical of his later work. The types tbat be employed were taken 
froro his fatber's style, hut the sensitive arrangement oí cherubs. attributes, 
and the brocaded Virgin was his own contribution. 

By the time that he painted the picture Sto John the Baplis." (Fig. 1). 
more of bis typica1 qualities appeared. The color scheme in this work 
showed definitely his propensity for coal tones. The actual handling of 
the paint and the deve10pment oí tonal transition, too. was tending toward 
a maturer conception. Although this work is indicative of transition. tbe 
artist hado attained a competent deg'ree oi mastery oí his medium. 

Weaknesses appear in his ability to integrate tbe figure with the lamb 
and the landscape in the distance. In tbis work the picturesque landscape 
remained very much mere1y the usual iecipe. The landscape is present 
chiefly as a kind of romantic embellishment oí the whole designo Certain 
parts o~ it, however, particularly the mountains in the distance and the 
sky are vigorously brushed in. Jt is important for its treatment and the 
more brilliant, clear coloration. The sudden break between the leh arm 
holding the staff and the fonns of forest, stream, and waterfall madé 'for 
an awkward and incongruóus relationship. Also the attrlbutes of Sto John, 
th~ nimbus, lamb, and the inscription--floating froni the staff, seem ~o be 
the're out of necessity instead oí becoining a 1ogica1 pat1= Oí the whole forri1al 
pattem. This rather awkward disposition of forms becomes a.PPt:lrent when 
it i5 contra5ted with the detail of the head' oí Sto J Ohn aIld the view oí the 
bIue mountain in the distance. This detail shows clearly his capable tech­
nieal abilities. The head i5 simply and solidly modelled. AIso the clarity 
and beauty of color is well displayed. The graved sulphuric yellow of 
Sto John's shirt is a most efíective complement to the bright bIne oí the 
background. In fact, this detail isolates thase aspects of rus expression_ 
that are mast personaJ. and distinctive. 
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One of Echave Ibia' s most dramatic canvases is that of the repentant 
Mary Magdalen. (Fig. 2).) It is mueh more closely integrated in idea 
and form than the Sto J ohn we have just seetl. In tbis work, the artist has 
created a very convincing portrayal of the grieving woman. The charac­
terization, in pose, gesture, and attitude rings true. Here a simplieity oi 
arrangement coupled with strong contrasts of illumination tells the story 
in a most effective manner. The hali-Iength figure, tbe large dark mass 
marking off the middle ground, the trees. and sky in the distance, are all 
reminiscent of traditions from northem ItaJy. The lighting of the figure 
and drapery that is strongly set out against the mass of the background 
modds the fonns in a strong and powerful manner. The forma af figure 
and drapery are weU articulatM with the landsca.pe setting~ He used none 
of the picturesque artificiality of th. Sto J ohn. but in this picture the sky 
streaked with thin linea of clouds helps to reinforce the· mood and spirit 
of the whole piece. 

By comparing this with versions of the same theme by two European 
painters, it is apparent how much leas mannered Echave lbias canception 
ÍB. Th. M agdalen, done by Bernaro van Orley, in th. sixteenth ceotury 
shows the saine features of half.length figure and landscape, employed in 
a truly manneristic fashion. There ia none oi tite dramatic cmpbasis of the 
Echave Ibia painting. The artist was interested in miniscular and pains.­
taking textural effects, not in. actual contento . Another picture by a minar 
Spanish painter, Luis de Carvajal. who worked 00 the decoratiQo of the 
Escorial, also shows a very mannered and empty tre.attnent. He used a 
similar arrangement ol. the Magdalen set agaÍllst a large mass of foJiage 
with the sky openiog beyond, but the tota1 effect is artificial and strained 
when it is compared to Ibia' s treatment. 

The most striking weakness of Ibia in this \York is that of drawing. 
lt is apparent here in the rubbery delineation of bando and neck. Despite 
this,. however, the fingers and banda are treated as a part of the whole de­
sin¡¡ pattem, establishing a f1uent linear re1ationship with the largor movo­
ment of arms and drapery. This tends ro allevlate the lack of searching 
draftsmanship. 

Anotber weakness of the artist appears in two small paintings, a 
Cruc;p.;;on (1637. FÍ&". 3), and Christ Beariolg tlu Cross.· (1633, Fig. 4.) 

-+ TM. paintina •. in tbt (ollectioD ol dota Salvador Ugarte. are the ooIy ODES tbat 
!'.lave been foancl tbat '.bom Echan lbia WIorking wit!J. largE groupa of figuro. tt ¡, 
libly tbat tbue two beloog to a .ria of. thc StatíOllll of the ero. 

20 

DOI: http://dx.doi.org/10.22201/iie.18703062e.1942.9.320



l . B. de Echa ve Ibía. Sto J ohn the Bapt,·st.-Gallcrics o f S. Carlos. Mhico. 
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1 bis. S t. J ohn the Baplisl. OctaiL 
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2. B. de Ech.wc Ibi.1 . l'vI arCJ Magdaf(·ne. Oi l on wood.-Gallerics of S. Carlos. M éx ico. 
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3. B. de E,ha ve Ibía. C rucifixion.-Collection of S r. Salvado r Ugart('. México . 
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4. B. de Ech;\ve lbi". Chrisr BearinQ lhe Cross.-CollecLion ol Sr. Salvador 
Ugart~. México. 
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5. B . de Echave Ibi a. Sto J ohn 6uange/ist. - GaJlcrics of S. C.ulos. Méxi co. 
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6 . B. de Echave Ibia. SI. J ohn Evangclisf , Dcta il. 
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7. B. de Ech,wc Ibla. St. John lhe Bapr;st. Background. 
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8. B. de Echil \'f! l bía. SI. Paut Iwd Sr. Anlhony Irl lhr Wildernrss,-Gillcric$ 

of S. Carlos. México. 
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9. B. de E,hJ.ve IbiJ.. Sto Paul (md Sto Ilnt hony. Dctail. 
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10. SiÍnchcz CocHo. SI. Pau/ and Sto Anlhony. 
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11. B. de Echave Ibí:J. Sr. Paul and St. Anthony In the D¡>sert. 
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13 . B. de Echavc Ibía. SI. Jerome.-Gall erics of S. Carlos. M cx ico. 
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14 . Tilian. SI. Jerome.-Brera Gallery. Milán . 
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15 . VerO Il CSC. Crearion of EIJc. OClail.-\Vorc:cstcr Collcc:tion, Are In st itulc of 
C hic:ago. (Ph OIO. Art Institut c of Chicago.) 
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J 6. D. de Ech.J\'c l b::!. SI. ¡\fa:-k. Def.lil.-Coll cclio n of fhc M ust."u m . Querélolro . 
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17. B. de Echave Tbía. Sr. Mark. Oíl o n copper.-Collcc(íon of lhe Muse um . Qucrétaro. 
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1 9. TinrorCl to. Flighl ¡nlO é 9YPI. Bac k g ro und . 
. of Sl n Rocco. V Clli cc. 

D Clail.-$::h ool 

DOI: http://dx.doi.org/10.22201/iie.18703062e.1942.9.320



Echave Ibia's inabílity to handle more than Qne or two figures effectively 
may be seen. The two paintings are interesting becau3e they indicate how 
much the artist depended upon engravings and European styles as a basis 
for his compositional schemes, instead of developing a purely personal 
style based upon his own observation and study af study of nature. These 
works are stilted and artificial in conception, a result to be expected when 
an artist lacks sufficient training or is going beyond his capacity for or­
ganizing complex arrangements of figure groups in space. These paintings 
afford. also, quite a contrast with majority oI lbia's other works which 
are much less pretentiousIy conceíved. 

Echave Ibia, however, did a series of the Evangelists that are a de­
light to behold. Since they are a1l the same size, measuring fifteen inehes 
square, and aU painted on copper. ít may be that they were a part oí an 
ahar-piece, or perhaps a 1arger framework omament ior a chape1: Thus 
br t 1 have not been able to ascertain exactly what their purpose was. The 
most beautifulIy painted ís St. John the Evangelist. (Figs. 5.6 and 7,) la 
this, one can see how ably spatíal qualities are controlled, His ability as 
a composer. making ioreground and background integral, is at its best 
here. The design comes off in a perfeétly natural way. 

Each part, the targe figure of St. John, the lanscape of the middJe 
ground, and the baptismal scene in the distance, is arranged simply and 
expertly. In the foreground, the disposition of the figure upon a scheme 
?f opposed diagonals is sustained by the arrangement oí rack and tree fonns 
10 the middIe distance, and these in tum serve as the frame for the figures 
and landseape in the background. An enlarged víew of this scene shows 
what a complete thing it is apart, aJthough it logically takes its place in 
the whole composition. It also shows clearly his vigorous, luminous handl­
ing oí paint. 

A detaíl oí the figure of St. John (Fig. 6), shows an unmistakable 
Venetian quality to the tonaJity that is at once broad in pattern, yet minute 
and de1icate in the transitions from light to dark. It i5 rather like the 
Venetian tradition roouced to an almost miníature scale. All of the slight 
graduation of nuance is strongly subordinated to the large organization, 
but the nuance is there to iUuminate the lower tones and make the lights 
glowing and íuIl. The realization of fonn is that oi the painter; he draws 
with the brush and fuses color structure with that of the values. Color, 
of his own selection. plays a vital part in the mDvement of the light and 
shade. 
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011e can note here how Echave lbia's drawing in a painterIy sense has 
improved, particularIy in the delineation oí hands and the control of fore­
shortening. There is a grater sense oí coordinate articulation betv."een the 
small part and the larger areas. A view oí the detail from the Sto Mark 
of this same series reveals much the same character in the creation oí formo 

One of Echave Ibia's most interesting and complex compositions 1S 
that of the two hermit saints, Sto Paul and Sto Anthony (Figs. 8, 9, 10 Y 
11) in the wilderness. The story oí the two saints meeting is one that has 
had an interesting history in the way it has been il1terpreted and presented 
by various painters. Lucas van Leyden, Pintorricchio, Sanchez Coello, 
Velasquez have a11 done different versions of this theme. Echave Ibia's 
handling oí the story is one of the most delightíul and ane of the most 
integrated in the way he has presented the drama oí the whole story of the 
meeting and the death of Sto Paul. 

F or bis conception he selects the two most important events in 
-the story oí the two hermits and brings them together in the same panel. 
This again is a small piece, measuring fjfteen by twenty inches. In the 
foreground he depicts the two aged men after their conversation had been 
going on for several hours and the faithful raven is returning with a whole 
loaf of bread for them. 

In the background the artist has told oí the death oí Sto Paul. One 
sees Sto Anthony returning to Paul's cave with the Bishop's cloak in which 
.he was to wrap the body. 

On his return when Anthony was about three hours distance 
írom the cavem, he heard of a sudden the most ravishing music 
and looking up, he behe1d the spirit of Paul, bright ,as a star and 
white as the driven snow. carried up to heaven by the prophets 
and apostles and a company of angels, who were singing hymns 
-oí triumph as they bore him through the air, until all had disap­
peared. Then he rose in haste and with a11 the speed he ran to 
the cave of Paul and íound Paul dead in the attitude of prayer. ti 

By bringing these two events, the meeting and the death, together, 
Echave Ibia has given the work a dramatic unity that is c10sely connected 
with the pictorial division of foreground and background. The background 
is fil1ed with picturesque crags and clouds and trees, but the distinct sense 
oí unreality is charmingly effective as a part oí the whole work. 

This is one of his finest expression. particularIy in the way in which 
the lovely minuteness oí detail is treated without losing a sense oí breadth. 

5 A. JAMESON. $acred and Legendan,¡ Art (Boston, 1895), Vol. 11 
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The traditional palm leaf mat that Pau} wears i5 very carefully rendered, ' 
as are a11 oí the fowI and animals placed about the foreground. An in­
teresting comparison of another painter' s treatment of the same theme is 
a painting by Sanchez Coello, showing Sto Paul and Sto Anthony convers­
ing as the rayen brings the loaf oí bread. (Figs. 9 y 10.) One may note 
how the attitudes and gestures oí the two men are much more c10sely 
related in the Ibia version, whereas Coello's handling i5 much more posed 
and artificial. lbia makes a very compact grouping of the two figures by 
establishing the connectillg axes with the arms and legs. AIso the contrast 
in character between the two figures is múst effectively conceived. The 
active, tense, and alert figure oí Paul conversing and gesticulating is con~ 
trasted with the attentive, quiescent pose of St. Anthony. In this painting 
oi Ibia's, there is very c10se relationship between the form and the idea; 
both are fused in a masterfuI way. 

From the foregoing selected group of Echave Ibia's works, something 
of his development and the character of his style may be determined. 
Before making a summation of his stylistic qualities, it may be well to 
show examples from some European schools in order to indicate a few 
oí the possible sources and antecedents that may have contributed to the 
development of Ibia's style. By seeing his work5 along with those of sorne 
of the great Italian painters, it may be possihle to see Echave Ibia's art 
in a less isolated manner and to estimate his accomplishment more ac­
curately. 

There i5 still a great deal of work to be done on the problem oí origíns 
and sources that were actually used by the painters in Mexico. Because 
of this, 1 merely want to present these as like1y, hypotheses, based upon 
the taste of the patrons at this time, the development of painting in Spain. 
the stylistic comparisons of the works themselves. This. 1 hope, will at 
least give a clearer concept of the achievement made by lbia, if it does 
not offer condusive proof as to the sources he used. 

In showing these comparisons, 1 should like to make thero, first, of 
a general nature, to indicate certain broader qualities that are similar; 
second, more specific in character, showing relationships in regards to 
technique, lighting, and brushwork. 

Looking at Ibia's painting, Sto Paul and Sto Anthony in the Wild­
erness, again, along the Giovanni Bellini's Sto Francis, from the Frick 

6 Europul'1 pail1tings of tbe same subject .bow Sto PauI in a costume of a diffeNnt 
WlI"3ve. It ís tikely tbat Ibia got'his idea for Sto Paul's c~ume from rbe typicat Mexican 
pelate. 
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collectian, oue rnay detect certain general likennesses. In both, the land­
scape setting is dominant. Both, too, are works in which an exquisite sense 
of minute detail adds immeasurably to the decorative richness. There is 
in each painting a similarity in the subtlety oí relationsrup between the 
figures and the natural setting. In the Bellini, it is idyllic; in the Ibia, it 
is romantic and dramatic. In both, the sensitively controlled patterns oí 
light and dark play an important role. One cannot take such a comparison 
too far; it 15 beíng made chiefIy as a suggestion. There is present, however ~ 
in this work by Ibia something of the decorative loveliness and lyricism 
that 15 found in the Bellini. 

By comparing another srnall painting, Sto Jerome (Fig. 13), by Ibia 
with different versions of the same theme by Titian (Fig. 14), sorne other 
general formal likeness may be seen. The effect of the lighting has much 
in common, abo the use of dark masses, ernployed as a frame for the 
distant landscape vista. Again, as in Ibia's painting of Sto John thc Bapf:ist, 
the landseape is less well related with the principal figure. But in the 
actual handling of transitions froro light to dark, and in the brushwork, 
similarities can be perceived. This shows a rather fIuent grasp oí Venetian 
ideas, without, of course, the breadth and scope of Titian' s expression. 

A more intimate and revealing comparison may be made by showing 
the detail of Ibia's Sto John the E1/an.gelist (Fig. 6), with one from Ve­
ronese's Crcafion 01 Eve (Fig. 15), in the Worcester colleedon, Chieago. 
One sees how much Ibia has gained from the traditions of narthern Italy~ 
In OOth paintings, there is a very clase feeling, particularly in the handling 
of drapery, and in the subtle progression of light through the haH tones 
into dark. Ibia's thorough grasp of the plainter's metier. shows c1early in 
the delicacy and refinement of his treatment of edges. Note how easily 
an aecented linear edge will merge with the tonal pattern. Out oí his 
handling of tone, he builds up a quality of atmosphere that i5 akin to the 
fused harmonies of the Venetians. This 5imilarity is borne out in another 
detail taken fro11l Ibia's Sto .lvfark. (Fig. 16.) In both, the constructiol1 
of form i5 in terms oí the broad enveloping pattems oí light and dark. 
The forms so eonstructed have strength and simplicity. Part of this comes 
from the SUTe placement of each object. It may be seen in the Sto Mark. 
(Fig. 17.) AH of the accessories are pulled into direct relation with the 
seated figure. It is to be noted, too, in the way hands, anns, and head 
are an integral part of the volumes moving in spaee. The Jikenes:3 is also 
evident in the brushwork and the broad application of paint. Because of 
this, the surfaee quality of the paintings in very similar. 
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The Venetian school is also very helpful in finding an analogous for­
mal treatment of the landscape background. By comparing the landscape 
from the Sto Pau/ and Sto Anthony (Fig. 11), by Ibia with one 01 Titian's 
landscape drawings (Fig. 12), it is noticeable that the composite fonns 
of hills and crags, the curving paths of tight leading into the distance, are 
quite alike. This is also to be seen in the type of wood engraving by Cam. 
pagnola (Fig. 18), tbat was so widely circulated in the sixteenth century. 
Rere again ane can see how the sixteenth century Venetian tradition could 
have been the source material for Ibia. One might show here how effect­
ively lbia had established a strong movement on opposed diagonals. and 
how he emphasized spatial recession by vivid cross ehannels oí lighting. 
This gives an indication oí his grasp of abstraet from by his free handling 
01 light source •. 

Another comparison, in regard to landscape, that may prove interest­
ing is to shO\v the background detail from Ibia's Sto John tite Evangelist 
(Fig. 7) with a detail from The Flight inlo Egypt by Tintoretto. (Fig. 19.) 
The likenesses are more generalized, but still the freedom of brushwork, 
the sharp lighting oí edges of planes, ~d emphasis on movement are broad­
Iy related. It seems to give point and emphasis to Ibia's origins, if not 
exact prooí. 

J udging from the stylistic evidence, since it is the most reliable at this 
time, it seems to be múst likely that Ibia's style 'W3.S the result of strong 
Italianate influences, direct or indirecto Múst oí the standards of taste at 
the time úf his íather' s development and the beginning oí his own trainjng 
'\Vere strongly affected by the styles and techniques of northem Italy. Even 
if Flemish influences did contribute toward his style. they also by this time 
'\Vould have been strongly ltalianized. The picturesque landscape that Ibia 
etnployed had antecedents in a general way in a number oí painters, Flemish 
and Italían, hut the original sourcc for Ibia was probably Italian. This 
conclusion is borne out as well in his technique and bis drawing oí the 
figure. Undoubtedly the engravings of Titian's landscapes, as well as 
those oí his íoIlowers and contemporarles, were known in Mexico. There 
were also Venetian paintings there, too, but uníortunately 1 cannot report 
at this time which ones lbia might have seen. 

These comparative examples by European painters may provide some~ 
thing oí an indication as to the relative quality oí Ibia's accomplishment. 
The ltatianism present in his art did not hamper him. since he assimilated 
the ideas with tittle affectation or artificiality. His expression reflects sim-
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plicity and breadth. He possessed a sensibility that, if not grand, was 
8urely one oí the rarest to ~ppear in Mexico during the colonial periodo 
He possessed an exquisite sense oí the art oí painting, developing refine­
ments of color and forro that were his OWl1. 

He was limited, however. since most of his finest work is tbat which 
has only one or two figures set against the landscape background. For­
tunateJy, perhaps, most of his work is devoted to the various santos, since 
he had little opportunity to work on the large commissions. In his charac­
terization of the religious types, he attained a dramatic and lyric tone tbat 
is restrained and intimate. His re1igious figures are simple charaters beau­
tjfully painted. He used no over theatricaIity lo mar the purity and di­
rectness of his expression. His painting reflects geniality. a delíght in 
problems that a painter loves to salve. Through his paintings, Echave Ibia 
has provided us with one oí the múst felicitous moments in Mexican arto 
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